— 


„ am 


SN : 


. 


DE DL 


* «* 


* 4 8 ” Pi 


The Chief Rules for C EG ng in aT Two. ris and Four Par 


">. 


. Nah 8 7 


Admirer of this AGREEABLE SCIENCE. 4 
| He no bt * s na 


„Enlarg d, and Hatred by Exain ples in NOTE 


9 
' 


- 


F 


- 


+ 
* 


Lox pox Printed b 


£ 


. 


* 


4.96 
* * 


bj 


* 
£5” i 


SE: 


*P 


£ 


1 4 
” I 7 9 7 7 


5 44. 


o 


* * * *"# " Fo i ? 


i 


* 


8 


„4 


? 


4 — 8 


| 5. 
th * a 14h 
N 9 6 * | 
- . a 


» 


Y . hy by 0 -S ig 
9 wy 25 = . 
. N n 


ai has 


7 


bd 


13 + 9143 


En i „ 
44s 11 


81 $14 


33 


TABLE ofthe CONTENTS.” 


7 H E Introdpdion | 6 12 
Chap. I. Of Plain Counter point, whores is treated 8 the lulu is which ( 


'S Sons cords only are zſed.  —— — —— — 8 1 
[ Chap. II. Of the Key of C, as an Example for Sharp Keys, — 16 OG 
Chap III. Of the Key of A, 45 an Example for Flat Keys —— „ 8 
Chap. IV. Of Deſcant, or Figurate Counterpoint ; and of Diſcords Prepar'd and * „ 
| ſold, and 95 their eAccompaniments. — en een IS On 
Chap. V. Of the Diſcords as Paſſing or 1 Notes; and of the ſeveral Ways 7 8 
_ uſing them. n 4 by 3 tion — „ | 
Chap. VI. Of Cadences — — — 0 
Chap. VII. Of Modulation — — _ ũ ˙— — pot 
Chap. VIII. Of Solmiſation, or golfing — — „ 1 
Chap. IX. Of Fugues, Canons, and Imitations/-— — 5 1 
Chap. X. Of Tranſpoſition  —  — — —/ _— „ 


NB. At the End of the Treatiſe are the 4 Plate and the Exanple i Notes. ee 


* n > - 
4 45 1 — 
- Py — * — 
. * l * 4 . 
, * a * F Ky 2 
: . 3 ** . 
x73 ” | _ "I „8 * 3 
1 $4 2 a > 
4 4 / axe} 6 rr 4 * *. \ 
8 4 2 1 - 8 « L 
1 r 4 4 me 


— — PA 1 * 
*7 
et * 's 
* 
, 
o 8 = 
+ o $ 
£ - 9 
— 
- * * 
5 
2 * , 
f 5 
4 ; 
bo * 4 
” 
4 
— 
i 3 : 
43 * - 
- * < a 4 - o — } — . 1 1 Y F & | G ; , | : * — 1 * < , 
1 — n * x ; — * - 7 : * ” # ” o "Wa * l * 45 . * — I * 5 . J rs 
— - * — 12 — 
") On . — : * . 3 F , 4 x - 
-D 4 »d vs k i 1 3 * © 4 : E 
SEC, which teaches | W to make | 
3 , . ao . _ 
4 = - E & \ % 
; | 1 | | | | | | 
— 7 2 N 5 e 1 - 
4 1 9. * + 
: . : * 


Union of the Parts g 8 
=  Coxcoxns, are thoſe Intervals whoſe Extreme Notes being ſounded 
e e, gether, are agreeable to the Ear. They are Eight in number, viz; 
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Tun Uni 72 gllere Efh, and Furth are call'd Perfect Concorde becauſe th 
are LIS "Os le to the wy than any of the Orhers, which are Jie 1 
Imnperfe Conenvds- But we muff here obſerve, that oo a Compoſition of Nuo Parts 


only, theFongth is always uſed as a Diſcord. u.. 
8 L other Wits are call'd Diſcords, becauſe their Extremes, 5 ſounded 


together, are diſagreeable to the Ear. 
T HOSE of them that are the leaf ſo, are call'd the Natura] Diſcords, and are 


Four in humber, vz. the Second major, and the Second minor: The firft of theſe is 


the Interval of a Whole Tone, and the other of a Semitone major : the other Two 
are the Seventh major, and the Seventh minor; the firſt of whuch is is a Semitone ma- 


A LL other Diſcords come under the Name of Falſe Relutighs. Of theſe ſeldom 


| any are uſed in Muſick beſides the Three following, 278. the Tritonus, otherwiſe 


'd the Sharp Fourth ; the Semidiapente, otherwiſe call'd the DefeHive Fifth; and 
the Extreme-flat Seventh, otherwiſe call d the Diminiſb deſlat Seventh. The Tritonus 


is a Semitone major leſs chan a Fifth; the Semidjapente is a Semitone major more 
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than a F ourth ; and the Extreme-flat. Seventh is a mitone major more than a Sixth 
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Ix this Treatiſe, to avoid Confuſion, we ſeldom or never mention the Repl 
of any Intervals, but leave them to be ſuppos d or underſtood, and chere ere 5s 
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14'Þ 1 5ch. | 6-00 58 5 | 430 24: 3s 
ME LOD x is the Progreſſion of Sound proceeding from one Note to another ſuc: 
geſſiwely in a ſingle Part.. f nn 
 Haxmonr is the agreeable Union of Sounds in ſeveral Parts, hen Sung of 
Play'd together. C 
MopuLAaT1oN 1s the Art of rightly ordering the Melody of a ſingle Part, or the 
1 of many Parts; either keeping in One Key, or in paſſing from One Key te 
Other. | 2 | NODULE FONT 
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Bx a Key is meant any particular Octave of N otes, taken from the General Diato«  - 


nick Scale of Muſick ; whereof the Loweſt Note is conſiderd as the Prineipal, and 
therefore is call'd The Key Note; all the other Notes in that Key being bonſidet d as 
| | WET , *Þ | F OP: 5 SI INTO 24 BEG 


ſubordinate to it. | I a BEES G + 77 3 FOOT NITRO INE 473 
Tur Nys are the Octaves of C D E F G 4, and are diftioguith'd" into S 


and Flat Kgys, being fo calbd from their Thirds being naturally Sharp or Flat. fe 5 


Sharp Keys are C G and F; and the Flat Keys are A D and n. 
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Tul Seventh checke of Oftave w which begins from $ cannot be conſider'd 25 2 
, it not having a True Fiſth as the others have; and if in order to uſe it we ſhar- 
|= Pts give it à true Fifth, we in Effect do but tranſpoſe the Key of EA Fourth 


Wer, or a Filth higher. 
CAbENOES in Muſick, are the ſame 5 as Stops in Speaking, or in Wittig; that is 


to ſa var ON They are Endings or Terminations either of a Part, or of the whole Piece of 


— Stops are of a Part, or of the whole Speech. For which reaſon they are 
l gu iſh'd into 0 Full Cadences, and Middle Cadences ; Theſe laſt are like 'Comma's 
and 8 after which more is expected to follow, they not making ſo full a 
"= as the others; whereas after a Full Cadence, we are ſenſible that we are come 


0 4 Concluſion. 


Tun Motidns in Muſick arc diftinguiſh'd, into Thoſe which relate to the ys 
tom one Note to another in Melody, and into Thoſe which relate to the Progrefſions | 


of theſeveral Parts in Harmony, 
THE Motion from one Note to another in any particular Part, is either by ſingle 


Degrees, that is, by the Interval of a whole Tone, or of a Semitone major; or by 


Miß or Leap, which i is, when we go from one Note to another by he E l of a 
Third, a Fourth, or any other Interval larger than that of a Second. 5 
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| WHEN the Motion 1s conſider d between _ Two . it ths of Wm 4 
her one Part ſtrikes the ſame Note twice, while: the other Part ſtrikes two! different 


Notes; or both Parts moving, they either go the ſame Way, or they, go. contrary, | 


Ways. 
Tu Firſt of theſe Ways is call'd by the Icalians Moto OBliquo, in in Engliſh OHique 
Motion; which is, when one Part repeats the ſame Note, or holds on, whilſt the 


other goes, upwards or downwards, from one Note to another. 


TH x Second Motion is call'd in Italian Moto Retto, in Engliſh Direct or Similar 


Motion; which is, when both Parts move che ſame Way. 

TH E Third Motion is in Italian ſtyled Moto Contrario, and in Engliſh Contrary 
E 5 eh ; which is, when one. Fart moves downwards, while the 2 — moves up- 
War | Fog 
Tx ANSPOSITION, is the removing A Picee of Muſick from one Pitch of Sound 
to another, without altering the Naturt᷑ of it in any other reſſ 

T Rus much is ſufficient to explain ſome of the General Terms relating to Compe- 
ſition that are made uſe of in this Treatiſe; 
eine in it Full and Compleat Inſtructions 25 every thing that concerns Maſicłk; 
onl ö 45 5 Eſſay to incite che Able and Learned STARS: of this Delightful Art, 1 
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which we produce, not as pretendin 5 | 
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apply themſelves, not only to the retrieving what of it 7 have been loſt or 
neglected, but alſo to the diſcovering of ſuch Improvements as may be neceſſary to 
the further r N 
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Thirds or the Sixths are to be major or minor in the ſix ſeveral Keys; for the 4 
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H E Perfect Concords, viz, the Uniſon, the Fifth, the Faurth, and the 0 | 
of the Key, do in all Keys, as well: Flat as Sharp, require the Common 

Chords, that 1s, their'Third, Fifth, and Eighth for their Harmony or Ac. 

companyments; excepting the in of E Key, which has its Sixth major in- 


ſtead of its Fifth, as may be ſeen in Plate 2 ; Which Plate ſhews alſo where the 


fer 3 denotes a Flat, and the greater 3 a Sharp Third; and the leſſer s a Flat, and @ 
greater é a Sharp flintlllllll··..... 
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I Treatiſe'on Harmony, © © * 
Tue Imperfect Concords of the Key, viz. the Third and the Sixth; and alſo the 
Dilcords of the Key, vis. the Second and the Seventh, do in all Keys require the 
Uncommon Chords for their Harmony; that is to ſay, their 3% 6th, and 8h; except 
the Seventh of E Key, which has its 5h in lieu of its 6; as may be ſeen in Plate 2. 

Ar Melodies have the Perfect Concords of the Key they are in, for their Fun- 
dament al Baſs. e . * 
TH'ossz Melodies are the moſt agreeable that go by Degrees conjoint; and next 
to theſe, thoſe that go by the ſmalleſt Leaps ; an excepting the Leap of an Octave, 
none greater than that of a Sixth minor is allow'd. But the Leaps of the Falſe Re- 

_ lations, vis. of a Tritonus, and of a Semidiapente, are abſolutely forbidden. 
As thoſe Melodies are moſt agreeable” that go leaſt by Leaps, and moſt by De- 
ces; and as the Fundamental Baſs being only made ale of, would occaſion many 
Leaps in its Melody, we may therefore, to remedy that, uſe other Notes for Baſſes, 
which are then call'd Suppos'd Baſſes. Theſe are neceſſary on many Occaſions; for- 
belides that they do not M reality change the Harmony, they make the Melodies 
capable of great Variety; for, by making uſe of the Fundamental and of the Sup- 
Fuad Baſſes as Occaſion requires, we are enabled to make the Parts to move the 
more by Degrees, and conſequently the Melodies will be the more agreeable, and 
bing, the better, 25 | e * 
217 | 
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Lee Fa 
As Feen ought to be done, in all the Six Keys, would take up a 
much larger Treatiſe than this is intended to be; We will therefore only treat ggf 
that of C, as an Example of a Sharp Key; and of that of 4, as an Example of a Flat _ 
Key; theſe two being the moſt commonly uſed. Plate 2 ſerves for all the Six Keys. 
Bur before we proceed to thoſe Keys, tis proper to give ſome of the General 
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| Rules for compoſing in Harmony. LIT ; inf 
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Ius Compoſition ought to begin with One of the Perfect Concords of its Rey, 
278. the OFave, or the Fftb, the firſt is beſt; and it ought to end in its Key. Note, 
with its Common Chords for its Harmony; becauſe the Perfection of every thing is 
moſt ſenſible on its Concluſion, It ought never to begin or end with a 6, but occa- 
 fonally-it may Wa l., net ein: 217” he rt 
Wx muſt avoid the conſecution of Two Perfe# Concords of the ſame kind im- 
mediately one after another; as of two Uniſors, two Ofaves,” two Fifths, two 
Fourths.” There are ſeyeral Reaſons given for this Prohibition, the beſt whereof is, 
that by the immediate repetition. of the ſame Perfect Concord the Ear would bs 
cloy'd. This Rule does not take place when the Parts repeat the ſame Notes, 955 
8 VVV | ane - 


_ 7 7 
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10 . A-Treatiſe on Har 9. 5 
_ cauſe this is in effect no more than the dividing a long Note into two or more 
,,, ß 2” as Art 
Wi ought not to make two or more Parts to moye together by Leaps al Thc ſame 

time, but ought to make them proceed as much as conveniently can be by Contrary 

Motions and by Single Degrees, for hereby the conſecution of the ſame Perfe 
Concords is beſt avoided; and the Melodies will alſo be the more agreeable and 
natural to the Voice. * 5 

Wa will now proceed to give ſome Particular Rur Es for the Conſecutis nof 
Concord. And for the eaſier turning to any of them, we will put them in different 
Claſſes, each headed by the Concord, from which we go to another. This Rule is 
to be obſerv'd, That we ſhould not go by Similar Motion from à Perfect Concord, to 
another Perfett one of” any kind. AST OLE n e OLA 


3 


- 


F 


J 


Wu x both Parts move, tis better to go from the Uniſon to the Third Minor, 
than to go to the Major: To the Minor we may go either by Oblique or by Con- 
trary Motion; but to the Major we muſt by Oblique or by Similar Motion; the 
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otion; and is allow'd in Contrary Motion, one Part moving a fingle Degree. 


Fx oN the Uniſon we may go to the Sixth minor by Contrary Motion; it is not 
very good by the other Motions, becauſe of the large Leap. But it is forbid to go 


from the Nriſen to the Si nir f, SOC EEE 
W miſt avoid an Ofave after an; non, except by Oblique Motion. For this 
as in two Uniſons, or two. Octaves, is but as the 

ſmaller. rr $465 £7 8 * 


NP 8 J From Thirds. | 2 l : S119 1 6 1 * | 
Or all the Concords, the Thirds Major and Minor, tho” Imperfect Ones, are the 


— 


moſt frequent in uſe. They have a very agreeable Effect either aſcending or deſcen« a | 
ding; The Major is chearful and ſprightly aſcending, but is the contrary deſcending ; 


The Minor is the reverſe, for it is ſprightly deſcending, but ſoft and render aſcend- 
ing. In Diviſion by Suppaſition, as many Thirds as we pleaſe may be put one after 


another, but two Minors follow each other better than two Majors. Ix is belt 
Aſcending to begin with the Third Major, and Deſcending to begin with the Mi- 


nor; in both Caſes. changing their Quality alternately; - We may go from à Third 
to any other Concord, or from any other Concord to a Third; But to proceed El 
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Ws muſt avoid a Hfih afrer a Uniſon by Similar Motion; it is goqd in Oblique 


Diviſion of a large Note into 
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| elegance om a Third to a Perfect Concord, we ought to go to the Beiden In 


dm itions of many Parts, the Thirds or their \Replicates do beſt 1 in the Fart re- 
from the Baſs. 
5 O M the Third Minor to the bei is beſt by Oblique, or by Contrary Motion. 

FER On the Third Major to the Uni/oz is allow'd by Oblique Motion ; but it is 
berer by Similar Motion, one Part aſcending a ſingle Degree. 

ing from a Third to a Fifth by Contrary Motion, it is beſt to go from the 

Thie ed Minor, becauſe from the Major we are in danger of a Tritonus. 

FRO the Flat Third to the Fifth, 1s beſt by Contrary Motion ; it is good alſo 

Similar Motion, one Part moving a ſingle Degree. 
Fon the Third Major to the Heth, is heſt by Similar Motion deſcending, and 


one Part moving a ſingle Degree; it is good alſo by Oblique Motion. 


Ix is beſt to go from the IT hird Major to the $zxth Minor, and from the Third 
Minor to the Sixth Major, both by Contrary and Similar Motions. In Oblique Mo- 
tion the Third and Sixths muſt be both of them Minor, or both Major. 
Ax Octave alter a Third major is good by Oblique Motion. So it is alſo by Con- 
trary Motion, and beſt when one Part moves a ſingle Degree. 
Ax Octave * a Third minor can hardly de 40% d, ana that auly by Contrary 


Motion. | Fit 73 : 
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Tux Fifth is, next to the Uniſox or Octave, the moſt perſe& of all the Concords: 
It animates and enlivens the Harmony; in which, when taken with either the Major 
or Minor Third, it makes One of the Parts which conſtitute the Tias Harmonica. „ 


does beſt, in the Parts neareſt to the Baſs. We may by Oblique Motion go from it 


— 


to any other Concord. | a” AR mrs eta 9, 
Fx on the Fifth to the Uniſon is goed: by, Pblogua Motion; we may alſo go by 13. 
Contrary Motion, one Part moving a ſingle Degree; but it is bad by Similar Morion- 5 . 
FROM a Fifth we may go to either Third. by all the Motions, but bei aby the 1 
Oblique. The next beſt way to the Thi minor is by Contrary Motion, and to the 14. 
Third major is by the Similar; both theſe by ſingle Degrees. 


A Falſe Fifth, or Semidiapente, may immediately foll Wa Pe r Fi h, rovi Fw ? 25 

be alſo rats ebe del by a Third major 95 —_ CERN YL rk 16. 
FRO M the Ffth: to either Sixth is beſt by Oblique. Motion; tis alſo allow'd by Si- 1 
milar Motion, one Part moving à ſingle Degree; and it is allow'd aſcending, but not 17. 
deen to go by Leap from the ſth to the Sixth minor, but not to the major. 7˙4 


* 


In paſſius from the Ffth.through a Sixth to the Odave, the Sixth mult be Mcjarj, 16. 
never inor, and that by Contrar/ Motion. 


IN paſſing 
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2 1 TN A Treatiſe es Harm. 


WX muſt avoid taki an Octave after a Et by Leap in Similar Motion: It is . 
by Oblique and as " and OT be allow 6 y derer ere one * 


W 8 
l 1 23 Bun Sixchs. 


7 eggs. Motion of the Sixth major, is to the Obere; and of the deb miner, 

is to the Fifth. 

WI may go from the Sixth minor, but not from the major, to the Uniſon, and that 
' beſt Contrary Motion: It is not atlow'd b Oblique Motion. 1 
1 beſt to put a Third im nor aſter a Sixth major, and a Third major aſter x Sixth 

minor, in Contrary-or in Similar Motion. In Oblique Motion the Third and Sixths 
muſt be of the ſame Character, both mor, or both major. 
FR ON the Sixth minor to the Fifth © 1 beſt by . 20 Motion : *Fis bad by.< Simi- 
ar Motion. 

Fx 0M the Sixth major to the Fifth is allow'd i in Oblique Motion only, and: chat 
provided che Parts meet afterwards in a Third; in the major is beſt. 
Wx may put as many Sixths as we pleaſe one after another, and b any . 

but better Deſcending than Aſcending. Deſcending beginning with the mi nor 


2 * with the major; in both aſes W their Character alternately. 
„ g | $4 | age 
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72% G85 wall follow « one another much better than * e 5 hich 0 one 


Ades upon the other, and alſo when the Parts move h they 

will get de ſe well by Leaps. In quick Diviſions we 1 them Fs e 

provided the Parts move by ſingle Degrees. | 
FROM Ment © on to an Octave is not good. e go from a Sirch mejor co 


an Octave by Oblique Motion, but better 15 n Motion and . Pace. 


By nts otion is bad. 


1 W 


Feb an Octave. 


Ta x Ofeve is the moſt perſect of all the Concords; we may go 45 oblique ey 
tion from it to any other Concord, except to the eee but D yo! from? it 


to the Thiyd minor by the other Motions. 


A Uniſon after an OfFave is allow d by oblique Motion only dee ee, 
Motion 104 Single Deg 1 66 


FR OM ah Ofave to a Third mino is Neſt by Contrary 
it & allow'd in Similar Motion, but forbid in the Oblique. 


Fx 


Fxom ah Ofave t6 @ 25774 mf 8 A end they the From Motions; but in 
Similar and Motion one Part muſt move 205 le Degree. 
Fxo0M an Ou to a nb 5 good in Oblique Motion, and is ae d n G 


and Similar Motion, 
tion, both Parts moymng by Leaps. + | . 
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one Part meving a ſingle Degree 3 büt ig i 4 


Ic ws ArTreatife on Hermon. 


tb minor aſtet an Octaus is ood any wa bur Sixth a after” an Ofeve 
is bad in Similar Motion. FP - mag _ 
Havi g, given, theſe Rules, ye. will proceed, and in che » next. + Chapter c treat t of 
the | Proc d Key of C. 
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Of the Key of C, as an Example 70 Sharp Keys. 


| 1 T need not he repeated, that the perfect Concords of this Key are its Fundamen- 
tal Baſſes, and require their Common Chords for their Harmony: 
WEN the Third, the Sixth, and the Seventh of the Key are u ed as Baſſes with 
the Uncommon Chords on them, vis. their 3% 6% and 8% they are always Suppos'd 
ſſes. From whence this General Rule is to be obſerv'd, That every Note in the 
Baſs which has a 6 upon it, is a Syppos'd Baſs. 
ITE Key- Note, its Fifth, and its Fourth, being the Fundamental Baſſes of the 
Key, have their Sharp Thirds for their Su a Baſſes; that is to ſay, their Thirds 
may be uſed in their ſtead as Baſſes. I or Fifth of the Key only, has the Privilege 


* 


at.? 


other Suppos'd Baſs. 1 | at 


* 


of haying two Suppos'd Baſſes; for, beſides its 0 it ay ae ave its * for its 


— 


* * * EP. 
* . 
* * 


een Harmony, © | 
I Will not be improper to obſerve here, that theſe Suppos d Baſſes do not ichang 
the Harmonies of their Principals; ſo that the Suppos d Harmony of the Third of thi 


Key is in effect bortow'd from the Fundamental Harmony of the Key-Note. And 
that of the Sixth of che Key is'borrow'd from the Harmony of its Principal, viz. the: * 
Fourth of the Key. And the Suppos d Harmony of the Seventh of the Ke is bor. 


r as: ip Wcewile whey of III 
of the Key, this being the Second ſuppos' d Bafs to it, and as ſuch muſt have its flat 


2 . and ſharp 6%for its Accompanyments ;/ its z being the fer to che Fifth of the 


Key, its 4 being the Octave of the ſaid Fifth, and its ſnarp 6h being the za to that 
Fiſth which is the Fundamental Baſs, to which the Ninth, as Fiſth to it, ſerves tor a 
E . . Leng ERTnk 

IEE RE are three Ways of accompanying or making Parts upon the Third, and 
upon the Sixth of the Key, When they are Suppos'd Baſſes. The (firſt and beſt Way 
is by doubling the Sixth to that Baſs: The ſecond and next beſt Way is, by doubling 
the Third to ir and the third (but worſt) Way is, to take the Octave to that Baſs. 
- FH £ x x are but two Ways of bringing in the Parts or Accompanyments upon the 


— 


the Sixth; and its other Way is, to double the Third to that Baſs, For the Ninth; 
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Seventh and upon the Ninth of the Key, when they are Suppos d Baſſes in lieu of. : 
their Fundamental the Fifth of the Key. For the Seventh, the beſt Way is to double 


| 


3 i Treatiſe n Harmony. 
N de Bae Way: is to double the Third ; and the char Way. is, to take the Octave ta 
Hir ER TN We have treated of the Fundamental. and 8 Baſſes of the Per 
fol Cancards of the Key; we ſhall now proceed to another Way of Madulating in the 
ſame Key, which makes great Variety. In ſtrictneſs, this Way only leaves us in 
- Suſpence as to what Key we are in; and we may be ſaid to continue in the Key of C, 
becauſe we avoid what would be direftly — to the Modulating in it; and alſo 
the doing hat would deeide our being in another Key; as ſhall be explain'd when 
we comp to treat of Modylating from one into other ey be; 
"=P HE Way above mention'd conſiſts in making the Impenfeci Cantaral of the Key 
309. Fundamenta Baſſes, by taking their 5* inſtead of their ch to DDE them ; for 
'.... this is the Characteriſtick that diſtinguiſhes Fundamental from Sup d Baſſes, the 
1 Firſt being its 3%, 5%» and 815, and of the Other its ; 6 and $%. the 
being call'd the Cammon Chords, and the other the L/acommon Chords. | | 
3 1 K K en Concords of the Key may alſo have their Suppos'd Baſſes, which 
borrow their Harmony from them as Principals, as the Suppos'd Baſſes of the Per- 
fit Concurdt did from — Fundamental Baſſes. Thele Suppos'd Baſſes differ from 
therathers, in that the Suppos'd Ones of the Perfe# Concords are ire ſhaw z® above pak, 
. of the Imperfegt Cancordi are but flat 3a. above N. 88 2 
| Y 


By chik means we 1 in ws Natural Notes of the K may be ſaid 
to keep in it; for the l Baſs to E, which is the Third of the 1 will be G, 
which is the Fifth of the Key; and the guppos d Baſs to 4, which is the Sixth of the 
Key, will be C, which is the Octave of the Key. Whereas had theſe Suppos'd Baſſes 
been ſharp 3®'to thelf Fundamental Baſſes, it w — no derer have been left unde- 

e 


cided as — what Key we are in; for, having ad of G natura ſhoul 
have been broug they 3 thee Ke Key of 4; an ving * bn end, of rata, af 
ſhould: have got NE ths Key D; as may be — Plate ot: en 5 


the Funda- 
& Concobrds of the Key, we 40. 
e P ee . 1 ip Key we oh 41. 


WA has been faid is ſufficient to ſhew, that by the intermixing 
mental and the Suppos'd Baſſes of the Perfo# and 7 
may have a vaſt Variety, as well in the Melodies as in ith 
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hu Holt ava 0 the Key of A, a an Example for Flat Keys. 
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TJ AVIN G ſnewn how we are to Modulate in the ſharp Key C, we will now 
mention how we are to do the like in the fat Key ; which we have pitch'd 


upon for its being the beſt known, as being almoſt the only Flat Key uſed, by reaſon 
ICE Comimon ; 2 Baer, bong Furr Pd 


Common (but Erroneous) Opinion, That all Flat Keys are derived or tran- 
ipos'd Rein wigormn rH oof ft - anrhicnss n ae ct 22001 Y 1 ret (4:6 
THe Perfect Concords of this Key, viz. its Uniſon, Fourth, Fifth, and Octaue, are 


its Fundamental Baſſes, and, as well as thoſe of a ſharp Key, require their Common 


Chords tor their Harmony, but with this Difference, that here only the Key-Note 
and its Fourth muſt have their Thirds flat; but the Fifth of the Key muſt have its 
Third ſharp, altho it is naturally flat in the Diatonick Scale of this Key; for if it 


Was left flat, the Key would not be decided ta be that of 4. This js the reaſon why 
in 1b and in all other Keys, the 3 gf the Fifth of the Key muſt always be a 


ſharp one, | 
7 i E * 5 
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Tb thyperfe# Concorde, and the'Diſcords of the Ke Un 
Chords for their Harmony; with this Obſervation, that & muſt always be ſharpned 
when we will decide the Key of A4. But it will not be amiſs to mention here; that 
no accidentally-ſharpned Note ſhould e 


A 


Tk Inperfef Concords, and the Diſcords of the Key being uſed" as Baſſes with 


the Uncommon Chords for their Accompanyments, are Suppos'd. Baſſes in all Keys, 
as well Flat as Sharp; excepting the Seventh of E Key, which has its 5 inſtead of 


TE Suppos' d Baſſes borrow their Harmony from the Harmony of the Funda. 
mental Baſſes which they repreſent; and tlierefore the Third of the Flat Key has its 


Harmony from that of the Key- Note: And the Sixth of the Key borrowys its Harmo- 


ny from that of the Fourth of the Key: And the Seventh, being in lieu of the Eiſth 


of the Key, borrows its Harmony from that of the Fifth : And the Ninth of the Key 


is in a Flat as well as in a Sharp Key, a Suppos'd Baſs to the Fifth of the Key; ex- 
cept in E Key, whoſe Ninth being but a Semitove Major above its 'O Fave, cannot 
therefore be a Suppos'd Baſs to the Fifth of that Key, it being but a defeQive Fifth to it. 


py 4 14305 is this Difference between the . a Baſſes of the Peyfe Concords 


of a Flat harp Key they are Sharp Thiydr above 
2B ITE | | | 5 


Key and thoſe of a Sharp Key. In a : 
| pes their 


© op oe the Uncommon 
muſt 


ver be doubled in plain Counterpoint, neither 
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tteir Fundamental Baſſes; but in a Flat Key the Third and the Sixth of the Key are 

+ - Suppos'd Baſſes a flat 34 above their Fundamentals; but the Seventh of the Flat Key 
n Suppoy'd Baſs 2 ſharp 39 above its Fundamental Baſs, becauſe in the Key of 4 
"we mult always ſharpen & to decide the Key. © © I 
Tun Ninth of a Flat Key being a Suppos'd Baſs, muſt have, as well as the Niath 


_ of a Sharp Key, its flat Third, Fourth, and ſharp Sixth for its Accompanyments ; 
which Gch is ſharp, becauſe G muſt (to decide the Key of A) — The Es- 

planation of this 3, S and 6h of the Ninth of a Flat Key, being the ſame as that 
already given of thoſe of the Ninth of a Sharp Key, need not be repeated. And as 
the Ways of accompanying or making Parts upon che Third, Sixth, Seventh, and 
Ninth of a Flat Key, when they are d Baſſes, are the {ame as thoſe mention d 
in the Sharp Key C, we need not repeat them, but will add this Caution, That if in, 
—_— thoſe Rules or Ways we accidentally ſharpen any Notes, we muſt not 
WX 4 T has been mention'd when we treated of the Sharp Key C, of making the 

Imperfect Concords of the Key Fundamental date by the giving them. their Som, 

man Chords for their Harmony, and of their baving allo their Suppos'd. Baſles, is / 

likewile to be done in a Flat Key, but with this difference, that in a Sharp Key the 

puppoy'd Baſſes of the Imperfect Concords of the Key are flat 3% above their an 5 


* - - — - 


1 24 


4 Frmiſt on e 5 „ 
, 4 


Baſſes of the Triperfe@ Concords of Flüt Rey ae 
9 alſd for the ſame Reaſons E were e | 
we treated of the Sha BY 
VIA T has beer fc 


C, 1 2 9 not be repeated, _ 5 
Melodies, and of thier going b erde 45+ 
and alſo of the mixing the Fundamental and the Jupp d for Bil Variey | 
both of Melody and Harmony, is the ſame in a Flat as in a Shar Key. 0 N 
gin 


nigra Baſſes; tut the 8 
ſharp 3ü above 1 


© To conclude this Subject, we will give the followi Rule (bor tlie ke 
any Key) which is but an A of what has been ſaid. The Rule is, That the 
Son of the Key muſt alw 'S have a ſharp Sinti; that the Fourth of the Key muſt 
always have tlie fame kind of 34 that the Rey - N ore has; that (except in Rey) the 
Fifth of the Key muſt always 5 a ſharp TR, d, that (except in E Key ) he Se. 
venth of the Key muſt always have a flat Spt. 
Plate 2 is made upon this Foundation, and ſerves for making tee Patts upon a 
Pais in all the Keys; and alſo for keeping i in the Rey intended, or for going out of 


it at pleaſure, 75 taking the Accompany ments upon any Note, as belonging to the 


Key we would go into. Of this we will give fey Eta Wes we come tor * 
of Modulation fionm one Key. 1 into ater: + iy Rn 
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24 A TIreatiſe on Harmony. | 
Plate j is for making aBaG to. 4. Treble or Upper Part ip any Key, and for keeping 
/ / thc lpine,_mranner a5 has Dee 
Plate 2. | | f n eee $*\| ore oe yr o$288 of ©) F 8 1 
In ESE two Plates are divided into ſeyeral Columns, the outermoſt whereof on 
each ſide ſhew. what relation any Note has to the Key it is in; as, whether, it be 
Uniſon, Second, Third, Fourth, Fifth, Sixth, Seventh, or Oftave to it. 
Dv x the other Columns are Capital Letters, which denote the ſeveral N 
E RR x one of the Keys is ſubdivided into two Columns, the leaſt whereof con- 
tains the Harmonick Scale of that Key; that is to ſay, not its true Diatonick Scale, 
for that would have no ſharpned or flatned Notes in it : but this is calld the Harmo-— 
rick Scale becauſe it has the ſharpned or flatned Notes which are neceſſarily fo, to 
decide and determine the Key whilſt we will continue in it. The other Column net 
to it contains the proper Accompanyments to the Note that is juſt by it in the Harmo- - 
nick Scale, as belonging to, that oh Sik ee at: a ; 55 
IN Plate 2, the Harmonick Scale is the Baſs, and 
proper Accompanyments; that is to ſay, the Trebles or Upper Farts to it. 
Ix Plate 3, the Harmonick Scale is the Treble; or Upper Part; and the Column 
by it contains the various Baſſes we may have to that Treble Note, as belonging 
to the Key intended. | 


* 
3 


the Column, next to it has the 


[4 
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Was ERE : thers is A Line or Strake under 4 Figure in eitlier of theſs Plates, it de- 
notes that Note to be the worſt of the Accompanymietits' in the one, and the worſt of 
the Baſſes in the other: And where there are N tac it denotes that Note to be 
the worſt, for two Reafons ; tlie firſt whereof is, That we Should not, if we can avoid © 
it, take the OFave: to the Imperfet? Cong La And Sei unh of thoſe Keys, leſt the 
too ſtrongly accenting them hoid ſeem to en 71 their 'dependance on the 
The other Reaſon. is, That Ho ScKdentaly A ogpat to be doibledje- 


cept in Seven or Eight Parts. en en 2 1 07 Abl ail: 
M . 55ʃ¹/ . agg, 1 . 2 TS My 
. er 2 8 19 * e ©} 1 i; 62 7 7 25 
hed 7 : ah Try 5; 4 +: nA. „* or 1 8 ol 7 0 41351 ot . 
FOE N , 219 B 1 41 7 1 2 
"of Deſcanr or Figurate Counterpoint." "auf of Dilcords Proper 0 
Reſoly d, and of their Hecomp animes i 1% oe 15 
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\ V , H AT has been faid kithetto, has Been of the 8 Sites WIE as ROPE AY 
paniments to every Note of the Key We are in. ?-Thar is calbd in Italian 


Canto Fermo, and in Engliſh Plan cee lee, as” bone! Note: 79 Note in 
Concord. 9 * | eee 


4 2 N D FT 25 8 


hs the : | 4 | 4 | e e, 
26 A Frratiſe on Hurmiiy. 
Wx will now treat of Deſgant, or Egunate Counterpoint, which the Ttalians call 
Canto Hgurato. In order to which, we. mult firſt treat of Di/cords, and of their Pre- 
parations and Reſolutions. b 348.9 tai 2436 , 54 7 1 5 5 5 f "A 4 * be, 
Wir have already ſaid; that the Vaturgl 277 hg are the Seconds and the Sevenths - 
But before We proceed to explain the Manner of uſing them, *tis neceſſary to obſerve, 
that as they may; be uſed, two Ways, that is, may; be prepar'd and refoly'd either in the 
Upper Part, or in the Baß, ſo their Interval 8 to be reckot'd either as aſcending 
from the Baſs to the Treble, or as deſcending from the Upper Part to the Baſs, ac- 
cording as the De/eors Lappens to be uſed. „).§ö, 9e 
I x 1s alſo to be obſerd d, that in Harmony "all Diſcords are conſider'd- as being 
made ſuch, by having the Note immediately next above them ſtruck with them: 
By this means not only the Second and the Seventh, but alſo any other Note, altho' 
originally a Concord, as, al 3% cb. 5th, Sch, or even àn h, may be made à Diſcord. 
Hence it follows that a Diſcord in Harmony is always the Lowermoſt of two adjoin- 
ing Notes which ſound together. . Wa e e 
I Is is evident in the Caſe of the Second, which in reality is not the Diſcord, 
- tho? it is ſo call'd, but it is the Luiſon which is the Baſs that is the Diſcord, and is 
made ſuch by the Second. Therefore we might with good reaſon ſay, that the Rule 
4s improperly expreſs d which ſays that the Second is to be Prepar'd 906 RET 0 
4 | | a : We 


— 


A'Treatiſe on Flarmouy). 27 


the Baſs; however, as Practice has hitherto /accepted it, we will leave it as it i8, 
not to ſeem, intricate. 5 1 pied , ra 

'Txr'o* the Natura] Diſcord; in Truth are but two, wiz. the Second and the Se- 
venth, yet in Practice they are reckon'd to he three, vis. the Second, the Ninth; 
and the Seventh: For tho the Ninth is but a Replicate of the Second, when con- 
ſider'd ſimply in its ſelf, yet it is diſtinguiſh'd from it (even tho' in effect it may be 
but a Second above the Baſs) upon account of its being differently uſed; for the 
Ninth being made a Diſcord by the 3d, which is its neceſſary Accompaniment, is 
always prepar'd and reſolv'd in the Treble or Upper Part, whereas the Second is al- 
ways prepar'd and reſolv'd in the Baſs; beſides, it may be uſed in two Parts, which 
the Ninth cannot. CCCCCCCCVVCVCFPFP CCC it 
I E Seventh, tho' moſt commonly it is prepar'd and reſolv'd in the Upper Part, 

et it is alſo ſometimes prepar*d and reſolv*d in the Baſs ; which might ſeem to be a 

eaſon why this Diſcord ſhould alſo have two different Names for diſtinction, but 
this has not been receiv'd into Practice, perhaps becaufe the Seventh prepar'd and 
reſolv'd in the a is in truth no other than the Second; for this Seventh in the * 
Baſs is made a Diſcord by,the Second, or its Replicate, which is the. Note next 
above it, and is alſo its neceſſary Accompaniment: Whereas the Seventh in the 
Treble is truly a Seventh, becauſe it is made a- Diſcord by the Baſs, which & the 
| LW 2 5 | ave 
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Octave ( below) to the Note which makes that Seventh a Diſcord, and which is 
repreſented by its Octave below. _ „FTE 
Al Notes treated as Diſeords muſt be prepar'd in the Unaccented Part of a 
Barr, by being then ſtruck as a Concord, in the next Accented Part of a Barr, the 
ſame Note holding on, muſt be made a Diſcord by ſtriking with it the Note next 
above it, or its Replicate: And in the following Unaccented Part of the Barr the 
Difcord muſt be refoly?d' by deſcending a ſingle Degree to a Concord. That ſingle 
Degree may be a Hole Jone, or a Semitone Majo. 
- In Common Time, where there are two Equal Parts or Notes in a Barr, the Firſt 
is Accented, and the Second is Unaccented:: And where there are four Parts or Notes 
in a Barr, the Firſt and the Third are Accented, and the Second and the Fourth arg 
. v r ne e lenge -4 nh, 

_ In Triple Time, where there are three Parts or Notes in a Barr, the firſt only of 
the three is. Accented, and the other two are Unaccented. Some Authors would 
have the third to be alſo Accented; but then, how can they prepare on an Unaccen- 
5 Part, a Diſcord that is to he ſtruck upon the Accented Part of the following 
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8 Second is & two ſorts, which 955 Aitincion we — col the 1 _ Ty 5 


ths Minor. The Majvr is that which i is a Whole Tone above the Uniſon or Baſs; 
and the Minor, that which is but a Semitone Major above it: ty T hey are hoth of denn Fac 
Prepar d and reſolv d in the Baſs or lower Fart. bn: 1:6 1 7 
Tu A Major Second is prepar'd in the Uniſon, the Third, the Fifth, the Sixth, and OY 
the Eighth; and i is reſolv'd-in a Third, a Eiſth, and a Sixth, from every one of the 3 
Concord, that it is prepar'd in. The manner of doing this, is plainly, ſet down, in in 
Plate 1; but, to explain the Uſe of that Plate, we will give one Example. 45 
SuerosE the Concord that prepares this Diſcord to be a Fiſth; then, if the fine © 
Note in the Baſs that made that 5** does keep on whilſt-chat the Treble or - 
Part riſes a Fifth; or falls a Fourth, we ſhall: thereby have a Second, to reſolve which 
the Baſs muſt fall on Degree z and if we will have the Concord it is reſolv d in tq 
be a Third, the upper Part is to keep on the ſame Note it had; or, if we will have 
it to be a Sixth, the upper Part, inſtead of Keeping Wy ge riſe a « Fauth, or fall a 


Filth, and ſo becomes & Sixth £0 the Ba. © 0) bn ne 
D 3 Bü. 


II 


38 A' Treatiſe on Harmony. 

BEIDE s what is mention'd in Plate 1, about the Reſolution of the Second, We 

49. may on the reſolution take a defective Fifth in the Treble, by that Part's riſing a 3* to 
it ; but then the Baſs muſt afterwards rife oneDegree, and the T reble at the lame time 

deſcend one more, to reſolve that Semidiapente. 


Ix three Parts, the Fourth, and ſometimes the Fifth, is taken to Accompany 
5 this Second. 217 4096: 904 olotÞW 5; 7 
WIEN the Fourth. is taken with it, if the w. per Vids keep on tlie ſame 
50. Notes they had, whilſt the Baſs deſcends one Degree for Takes refolution, the Second 
if 1 become a Third, and the Fourth will become a Fifth, Perfect or De- 
51, Hide; the laſt is beſt:« Bur if the Fourth, inftead of e, 0n, riſes one ns | 
it will become ut * gu 
| WH x x the Fifth is taken with the Second, if the tive! upper Parts . on the 
52. fate Notes; whilit the Baß geſeends one Degree for the Sway? the Second will 
thereby one 0 by a Third, and the Pifth to be a Si dtn. 
IN Bur Parts, the Fourth and the Sixth are taken eo accompany rl Second. 1 The 
8 Blich may alſo de taken inſtead of the Fourth and Srl. 
Wu x x the Fourth and Sixth are taken with it, on the Baſs deſcending ook De- 
gree for the'refolution, the Fourth viſes one Degr ee, and ſo becomes a Sixth 4 and 
53: the Sixth deſcends one Degree, and Ho cents is de a Sixth; by this- means, s | 
tne 


3 R_— F< 2 


r 


the reſolution the Sixth: is doubled; bare his is re. beſt Way. Another Wey is, 5, that 


at the time of the reſolution the Second keeping on, becomes a Third; and the 


Fourth falling a 3% becomes likewiſe a Third; and the Sixth falling one Degree, 
continues to be a Sixth: By this it appears that the Third is doubled. A third Wax 


is, that at the time of the ablation: the Second By keeping on becomes Third, and 
the Fourth by keep * be becomes a Fifth, and the Sixth, by riſing a 4h, or falling 
a 5th, doubles again the Third, A fourth (but leſs harmonious) Way is, when the 


Fourth riſing one Degree becomes a Sixth, and the Sixth riſing one Degree becomes 
an Eighth, and the Second keepin ques becomes a Third on the reſolution. 
it 


WEN the Fifth is taken with this Second, inſtead of the Fourth and Sixth, = 
compleat the fourth Part, either the Fifth or the Second mutt be doubled ; the Fifth 


doubled is the beſt of the two. - 
Tun Minor Second, which is but a Semitone Mejor above. the Uniſon or Baſs, i is 


pfepard as: the Major Second i is, except in a ger in Which it cannot d the beſt 


ef — of it is into a Third. | 
In Tbver Parts the Minor Second muſt be accompany'd with che Fourth, but never | 


e ee ae beſt e HDR. 69g tim did ene 
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ferve.as'a Final Cadence. M1 1 e 164 
SECOND LY, The Preparing Note being accompany'd by the Sixth and Eighth, 


I Fur Parts the Sixth and Fourth are taken with this Second, 


Fa s r, taking tlie Fourth with this Second, the upper Parts muſt hold on 
whilſt the lower Part or Baſs deſcends to reſolve it; by this means the Second be- 


comes a Third, and the Fourth becomes a Fifth; after which, the two upper Parts 


muſt each of them fall onę Degree, and the Baſs riſe one Degree, and then this may 


” 


thar'Bighth riſes to the Ninth, and there holds on till the Reſolution is over; and 
that Sixth falling a 30 becomes a Fourth accompanying the Second; and on the re- 
ſolution that Fourth riſes one Degree, and becomes a Sixth; which afterwards riſing 


one Degree more, and the other upper Part falling one Degree, the Baſs at the ſame 


time riſing a 57 the upper Parts will then be 3% and 51 to that Baſs. This may ſerve 
as a Mi dale Cadence. 4, A: Au M ee 
Tur Third Way is thus: The Preparing Note being accompany'd by the 3d and 
6% tliat Part which has the 34 riſes one Degree, and becomes the 4d, and that 
Part which has the 6th riſes a Fourth, and becomes the Second which holding on, 
becomes a Third on the reſolution, while the Fourth riſes one Degree and becomes 

a Sixth; which atterwards riſing one Degree more, whilſt the other upper Part and the 
Baſs fall each of them one Degree, the upper Parts will thus be 39 and 8* to that Baſs. 


of 
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WE a RC 5 7. n ttt. Hi $45 watt a 
nne 01% bayots 85 ein 31 e 1 27 
FFC 2467 $26} of the Ninth. F maltan 46 n 26 ons oy 4, 9:49 
W have eddy ſaid, that this Diſcord is not ſo call'd meerly * its being ch 
Replicate of the Second ; and, that it is not from the Diſtance between the two | 
Notes or Sounds in the ſeveral Parts, that theſe Diſcords iu Harmon) are thus diſtin- 
#hWd ; for, whether the Interval be a real 20 or a real geh, tis call'd a Second, if 
prepar'd. and reſolv'd i in the Baſs; and calld a Ninth, if tis prepar'd and reſolv d in 
an Upper Fart. A SY 24G RIOT SIS 
THE Muth i is alſo of two Git] the Major as the-Minor:; tlie firſt is a Whole 
Tone, or its Octave; and the Minuor is a Semitone Major, or its Octave above the 


* 
— 
. 77 
FEI 


Baſs. Both theſe Nizths are prepar'd and refoly'd in the Treble or upper Part; and 


neither of them can be uſed in fewer than Three Parts, becauſe they muſt be accom- 
pany'd by the Third, or its Replicate, which makes chem. Difcords.” * 
TAE Major Ninth-is prepar'd in a Third, in a Fifth,1and e in a Sixth; 
but never in an Eighth : It is refolv'd in a T Third, a Sixth, or an Eighth, from every 
one of the Concords it is prepar'd'in ; as may be ſeen in Plate 15 wherefore we 
need not lay any more here of the Momter of theſ ror and 5 
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A Treatiſe on Harmony, 
Ix Fozr Parts the Third and Fifth muſt be taken with it. ys 
BEs ID ERS the Reſolutions above mention d, ĩt may be reſolv'd into a Fifth, by 
the Baſs riſing a 4» or falling a 5 ih, when the upper Part falls one Degree for its 
Reſolution, © In Four Farts this muſt be accompany'd- by an S at the Reſolu- 
U! ße bus bnodde ads 0 24 7 
„ Tz Minor Ninth is prepar'd in the Third only, and is reſolv'd in the. Eighth 
if the Baſs holds on till the Reſolution is made; and it is reſolv'd in the Third if 


+. "4 
* 


the Baß deſcends a Third on the Reſolution. After theſe Reſolutions ſomething muſt 


always follow 3 AS the Examples Mew. | 5 E 
Ix Four Parts the Sixth,” and ſometimes the Fifth! accompany it: The Sixth is 
the more agreeable of the two, if the Baſs keeps on at the Reſolution; but if the 
Baſs deſcen a 3% at the Reſolution, either of them may be taken. 
- OTH ER Diſcords may be mix'd with the Ninth; firſt, it may be mix'd with 


. the Fourth, which muſt then be alſo prepar d and reſolv'd as a Diſcord. The Ninth 
may alſo be mix d | with the Seventh, 


which muſt likewiſe be /prepar'd and re- 


foly'd, 


4 
# 


. In Faur Parts, when the 4 and ti are mix'd, the 30 muſt be in the 


the 4 Part; and when the 0 and gch are mix'd, the 34 muſt be in 
the Fourth Fart. 5 . 5 
| ht _ 


FS : 


A Theuriſe 1 E Hern. 
We now kae to hs! A which! the other Natural Diſcord, | 
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74 H ® ; Seventh is id of two ſorts, the fe 
than an Octave, Ee, the Minor, Which js a Who 
theſe e are Prepar 'd and refoly'd: in th 
commonly in the A Part : We ſhall therefore I; 


#, which is 4 Senitibile maj jor 12 ; 
e one leſs than an Octave. „een 

reble; and alſo i in he Baß, but moſt 
ut "them by two ſeveral. "OR ; 


the one as, uſed | 4 Tah and the other 4 me in the Baſs 5 
f BY f * 9 21 1 5 „ ; Mr * 112 Dag 2 ve 
of Seven the Pale 4 al Revs 1; in wy Tiedl., . 5 5 


Tu U E Mai or oleh is | asd in a Third) 4 wr # Sixth, be an Eighth 


4 "I 18 reſolv'd i in a Third, a Sixth, and a Fifth, from either of the Concords ? tis pre- 


par'd in. The Manner whereof being OM ſet down. in Plate I; needs not be 
mention'd here. 
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WE; 9 T reatiſe. Un Harm. 
Tu R 34 vyhich this ſharp Seventh is reſolv'd into muſt. be, Major, becauſe the. 


Baſs would otherwiſe riſe a Tritonus, or deſcend a Semidiapente, which are forbidden 
Skips. Thus when the Seventh is between, F . E, tis reſolv'd 1 into a 34 Major by 
flatning B to avoid the Tyitonus. 
Tris Seventh is reſolv'd into a Sixth major, the Baſs, holding on; and it may 
be reſolvd into a Sixth minor, the Baſs rifing a Semitone min at the Reſolution. 
TH = Minor Seventh is prepar'd as the other, but can only be reſoly*d'in à Third 
75. or a Fifth; the Third which * is ' reſoly'd' into may be either Major or Minor, ac- 
| - cording as the Diſcord deſcends a Semitone major, or a Whole Tone. We muſt 
| obſerve, on its reſolution into a Fifth, that if on the reſolttion the upper Part de- 
| 


ſcends, and the Baſs riſes, each of them a Whole Tone, that then the Fifth will be 
76. a defective one; and in this caſe the Treble muſt afterwards deſcend another De- 
gree, and the Baſs alſo muſt aſcend another, to reſolve that Semidiapente. 
775 76,79 IN Three Parts either of theſe Sevenths requires a Third to be taken with it. 
30. IN Foxr Parts either of theſe Seyenths muſt have a Third and a Fifth £0 accom- 
81. pany it. If it has not a Fiſth, the beſt way is to double the en to en it is a 
if  _ Seventh, inſſead of doubling the Third. 
82. We may alſo in Three, or in Four Parts, prepare this Seventh „nor ind Fourth, 


5 3. anc, tor the fake of Variety, — of ending or cloſing in the Eighth with Part 
111 | 5 


7 


b 9 MIO 55 "I 1 Treatiſe on Hani Py | 6 
| p Part that nad this Seventh, we may finiſh in the Third; ſo that the "FONG Pars ] 


finiſhes in the Fifth. ; | 32 
NB. A LL theſe 9 of uſing the Sevenths may ſerve for Caterers | 


Oo the Serie Prber ani Ref; in the Bilk. 4 hs e 


Tux Sevenths that are prepar'd and reſolvd in the Lower Part cannot "Be. uſed PH 
in fewer than Three Parts, becauſe they muſt be accompany'd by the Second or its 
Replicate, which, as has been ſaid, is the Note that makes them Diſcords. Theſe 
Sevenths are to be reckon” d as from the Upper Sound downwards to the Lower: 
They are alſo of two torts, the Major, which is a Semitone major; and the Minor, | 
which is a Whole Tone leis than the Octave, reckoning downwards from the lowers A 


moſt of the two a4joiing Notes in the Upper Parts. | 
THis Seventh Minor is prepar'd in the Third Minor, the Fifth, and in either of $+ 


the Sixths, but never in the Eighth, to avoid two conſecutive Octaves; ſor it can 85. 
be refolv'd only into an Eighth. When tis prepar'd in the Sixth Minor,. the RS 
muſt be in E or in ; and when in the Sixth Major, the Baſs muſt be i in D orin G, 86. 


if we will keep in the N atural Scale. 


py 8 us. 


38 I Treatiſe on Harmony. 
Tus Seventh Major is prepar'd in the Third Major, and in either of the Sixths, 
ſeldom in the Fifth, but never in the Eighth. It is beſt reſolv'd in the Eighth, 
which muſt have a Sixth to accompany. it. It may alſo be reſolv'd into a Sixth, © 
which mult be accompany'd by a Third. When tis prepar'd in the Sixth Major, 
the Baſs muſt be in C, or in F; and when in the Sixth Minor, the Baſs muſt be in 
B, or in E, in order to keep in the Natural Scale... , —- 5 — 8 0 

89. IN Four Parts either of theſe Sevenths (prepar'd and reſolv'd in the Baſs) muſt 
51. have a Second and a Fourth to accompany them.  _ 8 

| Tus much is ſufficieat about the Seventh, when prepar'd and reſolv'd in the 
Baſs : But, before we leave this Subject, we will add, that beſides the Seventlis al- 
ready. mention'd, there is another, that may be uſed in Ixrumental, but is not good 
in Vocal Mufick ; this is the Falſe Relation that is call'd The Diminiſbd or Extreme- 
Fat Seventh. This can only be where the Natural-flat Seventh ( prepar'd and re- 
folv'd in the Treble) is made ſtill flatter by accidentally ſbarpning the Note in the 

Baſs, and is ſuch an Interval as is between G# and F; or between C& and Bb, &c. 

by having ſharpned G and C in the Baſs. . 5 2 
Wu the Diminiſh'd-flat Seventh is uſed as a Diſcord, it muft be prepar'd and 
92- refolv'd in an Upper Part: Its beſt Preparation is in a Sixth, into which Concord 
i zs reſolv'd again by taking away on the Reſolution that accidental Sharp W 

; als. 
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Ba. The beſt Way i is, to reſolve it into a Sixth major, by the Upper Part's de- 
ſcending only a Semitone major; but we alſo may reſolve it into a Sixth minor, by 
the Treble's deſcending a Whole Tone on the Reſolution. © 

Tux Diminiſh'd-flat Seventh may alſo be uſed without Syncopation, but then it 
muſt be preceeded by a Concord, and ſucceeded by a Fifth, or by a Third. The 


Natural- flat Seventh ſyncopated, may occaſionally be reſoly'd anto this Falle Rela- * 


tion, but afterwards more muſt follow. 


IN Three Parts it muſt be accompany'd by 4 1 TY 'or by a semidiapente. In 4. ; 
3 32 6 


Fur Parts we muſt take a Third and a Semidiapente with it. 


HAVING done with explaining how we are to uſe the Natural Diſcords, we will: 


now proceed to the Artificial Diſcords, which we thus diſtinguiſh becauſe of their 


being Concords which are made Diſcords by having the next Note above them, 
put with them: The moſt uſed of theſe are the Pourth and the Fifth made Diſ- 


cords. 


THE Fourth i is made a Diſcord by the Fifth's being placed and ſtruck at the "ng | 
time with it. Its chief Preparations 17 Reſolutions being in Plate 1, we will not 


mention them here, and will * 1 70 that the Reſolution on it in an Eighth 1s beſt 
la mage ova divided . 


ns 


40 A Treatiſe on Harmony.” 
B RESIDESs the Reſolutions in that Plate, the Fourth Diſcord may be reſolv'd in 
the Semidiapente, by the Baſs falling a 34 minor, and the Diſcord's deſcending a whole 
Tone. It may alſo be reſolv'd in the T7:t9245, the Baſs deſcending a whole Tone, 
and the Diſcord deſcending a Semitone major; but theſe Falſe Relations muſt after- 
wards be refoly'd ; in what manner ſhall be ſhewn. The Fourth Diicord is gene- 
| rally uſed in Cadences in many Parts. | 
101,103 IN Foxy Parts the Eighth is its beſt Accompaniment 
THS FEfth is allo made a Diſcord by the Sts being taken and ſtruck at the 
ſame time with it. As its chief Preparations and Reſolutions are in Plate 1, we 
need not mention them here: but will add to what is in the Plate, that it may 
alſo be reſolv'd in the Semidiapente, the Baſs deſcending a Semitone major; but 
then this Defective Fifth muſt afterwards be refoly'd. The Fifth Diſcord may alſo 
be reſolv'd in a Fourth, the Baſs keeping on at the Reſolutiooun. 
In Four Parts the Third is its beſt Accompaniment. 125 
We will conclude this Chapter with ſaying, that the natural reſolution of a Semi- 
diapente, or DefeCtive Fifth, is, that the Baſs muſt after it riſe a Degree, and the 
Upper Part fall one, that thereby the Parts may meet in a 3d major. | 
IE natural reſolution of the Tyitonm or ſharp Fourth, is, that the Baſs muſt fall 


a Degree, and the Upper Part riſe one, the Parts thereby mecting in a Szxth ON 8 
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Of the Diſcords, as Paſſing or Tranſient Notes; and of the Several Ways , 
| uſmg them, particularly by Suppoſition. 


JHA has been faid hitherto in relation to the Darts has been as to the 
regularly Preparing and Reſolving them: We will mention now how they 
may be uſed without that Regularity, but then they are no longer properly to be 
call'd Di{coards, but Paſſing or Tranfeent Notes: However, not to ſeem intricate, we 
Will ſtill call them D#/coras ; that is to ſay, the Second and the Seventh, and alſo the 
Fourth when cis uſed in Two Parts only, but not when in Three or Four Parts, tor 
then the Fourth is a Peife& Concord, unleſs tis made a Diſcord by the Fifth; as has 
been faid before, 0 £2. 36 | 11 


I 
. 


E 3 „„ 


- 42 A Treatiſe on Harmony. © 
"In Divifions or Diminutions wherein we make uſe of the Second, Seventh, and 
Fourth Diſcord, and alſo of their Replicates or. Oftaves, as Paſſing or Tranſient 
109, Notes, the Notes in the Accented Parts of the Barr muſt be Concords, and thoſe in 
the Unaccented Parts of the Barr may. be Diſcords, provided we come to them by 
Degrees upwards or downwards, and that afterwards we proceed farther by Degrees 

ards. or downwards to a Concord. 


U a 5 
it In k K E is a Way in Diviſian of making uſe of Diſcords upon the ſecond accen- 
ted part of the Barr; this is call'd Suppaſition, becauſe the Diſcord fo brought in is 
ſuppos*d to be a Note higher, or a Note lower than it is; that is to ſay, tis ſuppos'd 
to be the Concord it goes to. This is generally done either in the Treble or the 
110. Baſs where, in the Plain Counterpoint, there are two, four, or more Notes of equal 
| length or value in a Barr, that skip by Thirds, either Riſing or Falling. 
I x is only in the foreſaid Skips that We can make uſe of Diſcords upon the accen- 
ted part of the Barr, by dividing or breaking the two Notes that skip a Third into 
three gr>dual ones, in ſuch a manner as that the firſt Note keeps its former length 
or value, and holds two parts in four of the Barr, and afterwards the ſecond Note 
of the Skip is divided into two of lefs value; by this means the firſt of theſe divided 
Notes which is the Diſcord will be on the third part of the Barr which is the ſe- 
cond accented part of it, and the ſecond divided Note, which is a Concord, will be 
on the fourth and laſt unaccented part ofthe Bar, © 1s 
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A Treatiſe'on Harmony, 43 
I x the Diſcord by Suppoſition aſcends or deſcends by degrees to the Concord, we 
may Riſe or Fall at pleaſure to the Note that follows that Concord, provided we 111. 
o to it by a ſingle Degree: But if the Diſcord (deſcends to the Concord, and we 
ave a mind to go by Skip to the Note that follows it, we muſt do fo by Aſcending 112. 
to it: And if the Diſcord Aſcends to the Concord, we muſt afterwards Deſcend, if 
we will go by Leap to the Note that follows that Concord. OO 
IT is neceſſary to obſerve here, that we cannot conclude or end with a Note 
that is preceeded by a Diſcord by Suppoſition, but are oblig'd to go one Note far- . - 
ther after it, either upwards or downwards if Gradually ; but if by Leap, we muſt 
do as we have ſaid before; that is, if we skip after three Notes which aſcend gra- 
dually, it muſt be Deſcending ; and after three Notes which deſcend gradually, it 114. 
muſt be Aſcending. oo . e e . 
BEYHORH we proceed farther, we ought to make the following Qbſervation n 
ſuch Diviſions as touch a Diſcord after a Concord, and afterwards return again im- 
mediately to the fame Concord that was ſtruck before that Diſcord, The Obſerva- 
tion is, that if the Diſcord aſcends by a ſingle Degree from the Concord, and after- 
Wards by falling a ſingle Degree returns again to it, that then we mult skip up- 
Wards, if we have a mind to go by Leap to the Note that follows that Concord: 115. 
But if the Diſcord fals a ſingle degree from the Concord that preceeds it, and =" 
| | . . ; Wards 
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wards, by riſing a ſingle degree, returns to it again, then we muſt skip downwards 
if we will go by Leap to the Note that follows that Concord. Kos 
BESLIUE8Ss uſing Diſcords by Suppoſition in the ſecond half of the Barr, we may 


alſo uſe them in the firſt; but then, if We make uſe of them in the firſt accented 


part of the Barr, we are oblig'd to uſe them alſo upon the ſecond accented part, and 
that only by Deſcending.” This is not to be uſed in Baſſes, except when they are 
made to ſiug as a Treble. It may be done for a Violoncello, Baſſoon, or a Baſs-Viol, 
but then we ſhould alſo have a Double or Lower Baſs under thoſe Baſſes, .for the 
Fundamental Harmony. F e ry * 8 

By what we have ſaid it appears, that if we will uſe Diſcards by Suppofition on 
the Firſt and Second Accented Parts of the Barr, it muſt be when the Notes of the 
Plain or Real Harmony go by Skips of Thirds downwards; and then, in this Divi- 
Hon, the Firſt and the Third Notes in the Barr, which are the two accented ones, 
mult by Suppoſition begin 2 Degree higher than thoſe Real Notes, and thereby be 
Diſcords, which afterwards deſcending a Degree, will be follow'd by thoſe Concords 
on the Unaccented Parts of the Barr, which happen to be the Notes of the 20 

We will give Inftances of what is here ſaid in Numbers, which in this Cale will 
be as intelligible as Examples in Notes; therefore let us ſuppoſe that the Skip of the 


Keal Sounds is from the Third to the Vufſon. In order to bring the Diſcords by 


Suppo⸗ 


Suppoſition as Paſſing Notes on the firſt and ſecond Accented Parts of the Barr, we 


red Part; and then the 34 follows on the firſt Unaccented Part; and afterwards 
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muſt begin with a Note higher than the 34, which will be a 4, for the firſt Accen- 
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taking a 2d, Which is a Note higher than the Uniſon on the ſecond Accented Part, 


the Uniſon will follow after it on the laſt Unaccented Part of the Barr. So that the 


Skip of a Third deſcending from the za to the Uniſon, is by Suppoſition 4% 3%, 2d 1 


If tis from the Fourth deſcending to the Second, *twill be 5b gib 3% 2d; If from 


the Ffth to the Third, we muſt make it h, 5th, ach, 34; From the Sixth to the 
Furth, 7, th, 5 ih, 4h: From the Seventh to the Fifth, 8th, 5 ih, 6» 5th: And when 
it is from the Eighth to the Sixth, by Suppoſition we make it ih, 85, 7th, oh- And 
the ſame is to be done with their Replicates or Otaves. ns. . 


HiTHERTO we have mention'd Rales for uſing Diſcords by Suppoſition, only 4 


where the Real Notes go by Leaps of Thirds; but we will now add, that we may 
alſo by Suppoſition uſe the Diſcords in Skips of Fourths, Fifths, Sixths, Sevenths, 
Eighths, Sc. upwards and downwards; but then we can only bring them in on the 
ſecond accented Part of the Barr, by dividing the two Notes that define the Skip 


the other three ending gradually in the laſt Note of the Skip, making thereby as twWere 
s divided: Third. Li, ade 6 SHERRY, 2570 1 I ec 1 
Mok | | 8 8 5 0 


into four Notes, the firſt whereof keeps its place on the firſt accented Part of the Barr, 


* 
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To explain this, let us ſuppoſe a Skip from the Eighth downwards to the Third, 
which is the Skip of a Su; by this Rule we make it Sch, 5th, Ach, 3d. Or, if the 
Skip of a $:xth is upwards, as from the Fifth to the Jenth, we make it 5b, Sch, git, 
10”. We may ſee by theſe Examples, that the Suppos'd Diſcord is on the ſecond 
accented Part of the Barr. This Way we may ule D:/cords by Suppaſition in any 
greater Leaps, but then they can't well be executed, but by Inſtruments that can 
Skip with facility, as Violin, Violoncellos, &c. This is ſufficient to give an Idea of 
Sup poſitiau, which is à particular kind of Diuiſion. e 4 | 
TH + x is another fort of Divifor, call'd Variation, by which we may ſubdivide 
alſo a Diviſion, Variation is made by dividing a Note or Sound into two, three, or 
more Notes, in ſuch a manner as that we mult always retain the Note upon which 
119. we make the Variation, and make that the firſt Note of this Diviſion, and atter- 
Wards proceed to make two, three, or more Notes upon it, without change- 
ing the Air; that is, the Melody or the Harmony of the Note upon which we make 
| — w ᷣ / ᷣ STO ACRE e 
120, Tunis may be done either in the Baß or in the Treble, only we muſt take care 
not to make any Quick running Variation in the lower Notes of the Bals, no Initru- 
ment being 4 e to pertorm them well; beſides, the Ear is not able to diſtinguiſh 
Quick Progr in Jones hat are very Low and Deep. This Error is however 


wy 


n P Ii 19040 90710 HON: daily 


; a 
* 
LY 


daily run into, by giving divided Baſſes to be play'd on the Violone or Dowble BEL 
which makes a horrid N whereas it the Y7o/oxcello's, and other ſuch Bals- 
e 
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Inſtruments only; did play thoſe Divided Baſſes, and the Y7olone or Double Baſs 


play'd a Fundamental Baſs under them, made up of what the Haliams call Nate Se... 
zute, a much finer and more agreeable Harmony would enſue, for Every Note would _ 


be clear and diſtin& in every part of the Compoſition. 


THERE are many Ways of uſing Diſcords as Paſſine Notes, but it will ſuffice to . 2 5 
mention only Two more; one of them is call'd eAzticipation, and the other Pop. 
tion; both of *em are commonly known by the name of Driving of Notes : They 


may both of 'em be uſed either in the Treble or. in the Baſs, as well aſcending as 
deſcending, : OP 15 OR . 1 LOI 


ANTICIPATION is the bringing a Note upon the Unaccented Part of a Barr in 
ſuch a manner as that it has not yet its right Harmony, but by keeping on, it ac- 


uires it upon the next Accented Part of the Barr, the other Part alſo moving to make 


: 


been ſaid, the Upper Part or the Baſs may either of em anticipate. 


that Note Harmony. eAzticipation is either in Rifng or Deſcending, and, as has 


* 


ANTI CIPATION in Riſing is, when the Part that anticipates riſes one Degree to 1 : 
make a Diſcord in the Unaccented Part of the Barr; which Note being held on, be- 
cones a Concord in the next Accented Part, by the Motion of the other Part. _ 1 
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"if the Treble anticipates a Foxrth upon the unaccented Part, that Fourth will on the 
next accented Part of the Barr become a Third if the Baſs aſcends a Degree; or that 
Fourth will become an Ezghth by the Baſs deſcending a Fifth ; or it will be made a 
Siuth by the Baſs deſcending a Third. If the Treble anticipates a Seventh, it will 
become a Sixth by the Baſs riſing one degree; or 'twill become a Third by the Baſs 
falling a Fourth. And if the Treble anticipates a Second, *twill be made a fab by 
the Baſs riſing a Fifth, or falling a Fourth. ed ER 
I the Baſs anticipates in riſing to a Second, that. Note holding on, will become 
a Third by the Treble's aſcending one degree; or, that Second will become a FEfh 
by the Treble's falling a Fifth.  - £4 | | 3 
ANTICIPATION in deſcending,” is when the Part which anticipates deſcends 
one degree to a Diſcord in an unaccented Part of a Barr, which holding on, is made 
_ a Concord in the next accented Part, by the Motion of the other Part. Thus if the 
| 1 Part anticipates by deſcending one degree to a Second, that Second is made a 
ur by the Baſs deſcending one degree; or tis made a Luiſon by the Baſs aſcend- 
ing one eee, | | ARE ies» | 
I the Baſs anticipates by deſcending one degree to a Foarth, that Fourth is made 
a Third by the Treble's falling one degree. If x Baſs anticipates by deſcending one 
128, degree to a Seventh, that Diſcord becomes afterwards a'S/xth, by the Treble's deſcend- 
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">, 1 H ER E are more Ways of Anticipation, both in Riſe ng and in Falling, but theſe 9 at g 
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Examples are ſufficient to give a clear Notion of it. e 
Pos ros IT ION, or Retardatiom of Harmony, is the putting a Diſcord upon 
the Accented Part of the Barr, follow'd by a Concord on the next Unaccented Part, 
but not prepar*d and reſolv'd according to the Rules for Diſcords. 15 
Pos TeoSITION in Riſiug in the Upper Part, is when a Diſcord taken on the 
Accented Part will become a Concord on the following Unaccented Part, by riſing 
one degree vhilſt the Note in the Baſs holds on. As ſor inſtance, a Second will thus 7; 307 
eon FI EPS gd ponle IS ALS 85 
Pos ros TION. in Riſag in the Baſs, is when (for inſlance) the Baſs having a 131. 
Third on it, in the Unaccented Part of the Barr, the Note in the Baſs holding on, tze 
Treble ſtrikes a Fourth as a Diſcord upon it in the next Accented Part of the Barr, 
which becomes afterwards a Third, by the Baſs aſcending ane degree whilſt the Note 
in the Treble Holds Guei e ß 4 a be es 
__PosTy0sSI1T1ON in Deſcendiug is hen the Diſcord on the Accented Part of the 
Barr becomes a Concord on the next Unaccented Part, by the Trehles falling one 5 
EEEPC ͤ d 12k 
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A V I NG Ae in the e thi d what Cadence are, we vin pro- 
ceed to mention the ſeveral Sorts of them. 3 
0 MPOSITLONS of only Two Parts ue always end by, Cadences in the Unis 
Joy, or in the Eigbih. In P ate 1, we have {ct down the three differetit Ways of 
Final Cadences in all the Keys: To make what is there repreſented the bet · 
. underſtood, we will give Examples for Two Parts only, in the fame, manner as 
in that Plate of Cadenees in the Uniſon, and in the Eig gh, 'on C and on 3 
THE Cadence i in the U niſon is the beſt of the 8064 in Tau 21 Ne muſt come 
to it by a flat Third in the laſt Note but one; that is, in the Note in the U pper Part, 
which afterwards deſcends Ale a Whole Tone or a Semitone Major to the Unifor, 


59 is i laſt Note of the 9 5 ; Ui it deſcends a whole Tone, the U Jnder 
art 


7 _— " OY 61 | 


Part muſt at the ſame time wb a Semitone Major to meet it in the Uniſon. But if 
the flat Third in the Treble deſcends but a. Semitone major to that Cadence Note, 
the Baſs muſt riſe a Whole Tone to meet i in the Uniſon. That Semitone major 
may be Natura), or it may be Accidental * the means of a Sharp Þ 4 Natural , 


or a Hat h. 

Tu E Arſt ke | ſhall be of: a \Colence on. * in the Vniſon, | '"g 
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WIN may fo by this Exainple that the Second, which is the Pref ard. Diſzord, is, 
Struck upon the Autepenultima, and Reſoly'd upon the Fanta in a flat Third; 
after which, the Upper Part falls a Whole Tone, and the Bals riſes a Semifone. Mar 

Jn, 1 Fg leat the Cadence in the Uniſon, _ MTS 
following e is of a Cadence i in the Unison on E. 9 
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from Cadencing in any other Key, in that in E the Whole Tone is where the Semi- 
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Tux Difference ts be obſery'd between this and the former Example is, that 
here the Upper Part deſcends a Sernitone major, and the Lower Part riſes a Whole 
Tone to the Uni/or. We may farther obſerve, that Cadencing in E Key is different 


tone mult be in all the other Keys, and the Semitone where all the others have the 
DTT TTY G35 2"; | . 
"Ta other aal Cadence for Two Parts is in the Eighth, and is beſt when they 
proceed in Contrary Motion, and as gradually as poſſible. In this Cadence the laſt 
Note hut one mult be # ſpare $7xth; that is, that Note which is in the Treble, and 
riſes afterwards to the Cadence Note, by the Interval of either a Whole Tone, or a 
Semitone major; if the Upper Part riſes a Full Tone, the Baſs muſt fall a Semitone 
major; but if it riſes but a Semitone major, the Baſs mult fall à Full Tone, that the 
Parts may end the Cadence in the Ejghth. | . * 
A 1 ; E 
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5 FI will now. give an Example for Tivo Parte of a Cadence on the Eighth 
1 5 The n . 
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IE AI being Two Ways of making the Cadence on the E:ghth, we have begun 5 
with this in the Example, as being the beſt of the two to be uſed in Te Parts. 
Before we leave this Subject, we will give alſo an Example oſ the other Way. The 
Example above ſhews, that the Seventh. after Preparation is ſtruck upon tie Ante- 
exultima, and is reſolv'd into a ſharp Sixth: upon the Benultima, after which the 
reble riſes a Semitone major, and the Baſs deſcends a Whole Tone, whereby the Ca- 
dence is finiſh'd, the Parts being an Oftaye aſunder. r. 
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Tun E eee ſhall be of a Cadence on che Eighth in E for Ts Parts. 3 
| 7g 26 gc. 5 


Ar L that need be here obſerv'd ; is, that in this Cadence, as well as in that on the 
Uniſon, the Semitone is in E Key, Where 3 eiter Keys Have 4 Whole Tone, and 
the Whold Tone Where they Ware 4 Serhito 


WX. wil new turn to the Second Way of Fang 4 Cadence on the Eighth, which 
in Hffect is the ſamè as the Cadetice: ift the 


Union; Se What has been faid. of the 


Hat 'Thirdrseoming to the Hues, & alſo to be 150 ts its Replicate the Hat Texth's 

dong to the Eighth, - e 

Tu Is will evidently appear in the Plowing Exam ple of the Second Way of tha. 

| king a Cadence on the Eghth for Two Parts, in C; for by comparing the former 
1 of the . on the Luiſon in C, we ſhall 75 that the only Difference 

between them is, that here the P ts are a Tenth aſunder, where in the other they 
are but a * 
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IN Ther Parti, theſe Cadences may be taken as they are in Plate r, where 
that in the Uniſon is the Loweſt, and that in the Octave is the Middle one of the 
. They are put there with the beſt Harmony on the Laſt Note of the Ca- 
ener. T4 FFCCCCCTCCCCVCCVCVC OO bc) GEN Rk ag nd ; 
In Fhur Parts, tis but adding à Part to thoſe in the Plate, which is ' eafily! done 
by following the Rules-already given for the-making a Fourth Part to ſuch Diſcords | 
as are uſed in the Cadence. VV 
Tux Thied Way of making the Pidal Cadence may properly be calld The Gran 
Cadence It is the Uppermoſt of the three in Plate 1. This alſo finiſhes in the Lai. 
/an, or in the Eighth; and differs from the others, in that the laſt Note but one of 
this Cadence (which is in the Upper Part) muſt be a ſharp Third, which aſterwardds 
riſing a Semitoue major, at the time that the Baſs deſcends a Ff#h or rites a oy 's | 
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the Cadence Note, will be a Cadence on the Luiſon if the Baſs riſes a Fourth; but 
if the Baſs falls a Eb, twill be a Cadence on the Erghth. This Final Cadence 
ſhould not be uſed in Two Parts, becauſe of the Baſs's skipping to the laſt Note of 
it, which is a movement that is more proper for it in many Parts. 
TRE Cadences that finiſh in the Uzi/ſoz, or the E:ghth, anſwering to the Full 
Stop in Writing, are the only ones proper to finiſh a full Sentence, and for that Reaſon 
are call'd Final Cadences. 4 | 72 
ALL other Cadences are to be uſed in the Middle of a Piece of Muſick, but not 
at the End of it, and are therefore call'd Middle Cadence. F 
I x beſt or fulleſt of theſe. is on a Hb; it anſwers not only to the Colon and 
Semicolon, but alſo to the Interrogation and Admiration Stops in Writing. There is 
but One Way of uſing it by way of Interogation, which is, that the Upper Part muſt 
riſe to that E which is the Cadence Note: But there are Two Ways of uſing i: 
to expreſs Admiration, as there are two ſorts of Admiration, the one of Joy, and 
the other of Grief and Sorrow : When *tis uſed to expreſs. the Former, it muſt be by 
47 3 when the Latter, by Falling to that Cadence Note. WT ow NG > 
THz Middle Cadences in the Sharp Third, or in the Flat Sixth, are the next beſt ;. 
theſe may ſerve for a weaker kind of Interogation, provided the Upper Part riſes 4 
"WM wh 100988 5 010190 26% offs wild 90927 9103-36 ot $6015ue 42 & Ae 
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1 Trratiſt on Harm. 3 
the Cadence Note. They anſwer alſo to Comma. s In Writing „either 2 ing or Fal- 
ins to the laſt Note of the Cadence. 

T E worſt Middle Cadences are thoſe in A Flat Third, or in a Sharp Sixth; theſe 
anſwer only to a Comma in Writing. 

Wx muſt here obſerve, On all Cadences, as well Final: as Middle ones, that where 
the Words or the Sequence of a. Particular Movement or Grace requires it, we may 
divide or . ſubdivide the Part which has the Ligature or Syncopation of the Caoeich> 
which, as theſe Examples ſhew, may be in any Part of the Compoſition. = 5-/ 
Y Wz will conclude this Subje by mentioning what is. call'd the Flying or e 
a Cadence. What is meant herehy i 8 that after the having Prepar'd and Reſolv d the 
Diſcord that precedes the Cadence, inſtead of proceeding afterwards, to the Note on 
which it ought to conclude, we go to n ber Note, and - thereby break off che 
3 inſtead of compleating it. | 
WH Ax has been ſaid is ſufficient to give an Idea of the Several Sorts gf Cadence, 

and of their Vſes ; 3 as this E ſhews. „ 145 
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| H AVING in the Introdu#ion defined what Ahdulation is, we need not repeat 
it here, but muſt fay, that thoꝰ the Modulatfha in one Key, without going into 
any other, affords great Variety, ſtill eis net ſo agreeable às the Modulatibm that 
goes into afher Keys from it, becauſe the Eat grows tired at laſt With hearing Har- 
monies which, 6 yur, are very near the fame. Wherefore % Elegant Compi- 
ſeus modulate for ſome Time in the Key they Begin with, and afterwards go into fuch 
other Keys as are proper to the Firſt Key, as being the Concords to it; and; after ha- 
ving modulated in them for ſome Time,” they return again to the Fifſt Key lor the 
Concluſion. : | | OW FL! 3 ns- 0fL | 6G og £07 A IHFULS 1 347 1 
To Modulate well in the Principal Key of the Compoſition, we muſt in the firſt 
pace conſider what are its Fundamental Baſſes, and what Variety of Melodies and 
Harmonies may be had upon them, without going out of that Key. | 
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; bs HP as B, ſor Example, that we take the Key of C, its e Baſfes' | 
| (which are its Perfef Concords, viz. F its Nth,” G its Eh, and C its Vuiſon or 
Ofave), make: the:Rea/cand ; Runduberita) Haraonies of that Key; for every one of 
thoſe Ferit Congords: requiring their Conmos ' Chords: for their Harmom, they' 
thereby take up and employ all the Natural or Diatonick Notes i in khe Scale of C, and 
for that ręaſon fare the umdamunt al Baſſes oft that Keys 12 7 2117 Do 297 £ oh | 
WI e ee hat has been ſazd-betore o the Key of ©; chat we may allo mak 
the. Lupen Concandn of a5 (vix. E. . L aud 4 its Si — 
tal Baſſes; by giving them ce . Ich, am Sid So that aſter we are tired with 
the Fundamental Harmonies of che Fefe Copoorads C, Hic we may have a greater 
Variety of Harmonies;! by ming with them the Harmohies of the Imperfect Con- 
: 951 E and A as A ee Buſes, and this by only: raking: chem3 Rae 
Urns. 14 Te e K. * Woite * 8 9 
To help that Varlory: Rill farther, we e may; as has been ſuid before.” [ntl ths ſups 
pod Harmony or. Baſſes of am, or of all, the Fundamental Baſſes; that is, the Thirds 
of the Perſe Cebiarde of the Key, and of its J. peng Concord. alſo, taking: with 
each of theſe ſuppodd Baſſes its Sixth and 2 Which is calb'd tlie Sup 224 Har- 
mom: 80 that by the wixing:theſe hy turns, eicher with aue another; of with the 
Huli Jarmanes, e mult be vaſtly. nah and all oll' this is with- 


Our, 
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Am on Shen 8 


& ᷣͤ 4A Teatiſe n Harm.. 
but having as yet decided any thing directiy contrary to the Modulation in the 
Key of C. 1 58 8 rn 93 22 3 n Kh 4 4 * A 1312 
1 3 beiog ſufficient to give al Idea of Modulating in oe Key, ahd of keeping” 
in it without going into any other; We will now proceed to treat of Modularing” 
41 / Hg af a er 
| 1 I Plate 2 we have put Figures, as 1 2 3 4 Ec. oyer ſome of the Letters which 

if denote the Harmonical Scale in each of the Six Keys. Theſe Figures point out the 
1 Cadences which are ptoper to each Key, and ſhew in what Order they beſt follow 
il after one another by the Number each Figure expreſſes, and conſequently ſhew into 
Hi may moſt conveniently, and ꝓr rly carry the Modulation. For example; C being 
11 our Principal Key, we {hall in chat Plate find, that the proper Cadences of that Key 
{| are on C, G, E, A, F; for over C, which is the Uniſon or the Ofave of the Key, we 
1 have put the Figure 1, which ſignifies that the Firſt or Chief Cadence is to be r 

| — "the Uniſon, or on. the Octave of the Key: And over G, which is tlie Fifth of the Key g 
ö e have put a 2, which denotes that the ſecond Cadence ought to be on G, and a 
2 that Key to be the beſt to modulate next into: Over E, Nhich is the Thrd of tlie Rey, 

we have put a 3, thereby. ſhe wing that the third Cadence is to be in E, and that Key | 

to be the heſt to modulate next into: Over A, which is the Sixth of the Key, we h 2 
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put a 4, 0 denote that the Furth Cadence is in A, and A that we aß now tb 

heing tg next beſt: And over E Which ie the rb of 
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pur! N. | 
- modulate, in that Key, as b 
the Key, is. a 5, W ich ſhews 


7 F C3 1 


the Key of C, 


s.2 5, Which ſhews that the Eb Cadence is on E und alſo that we may 
ulate in that Rey before we return again t 70 which is che Py/ycrp Al 
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Key of the Compoſition, and in which, mult be the, Taff as Well as the Ee Ea. 
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Tur Way of going out of ape Rey ine another Cexcepe into the Key Ak as 

follows. After having made uſe of the Fundamental or 'Surpor'd Harmonie of the 
Key we are in, we, mult introduce the Harmozy of the Key we wotild '80'#ats, by 


- 


_ after which, to decide that Key, We mult introduce the Note kbar is its rp. 82- 
vent h, and by the means thereof. making a Cadence on that Key, we ſhall have dk. 
45 SEE 2 CCC ˙ —˙——vꝛů 7] 2905 58 Ai 
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dcided it. (if 3 ei ee art ori ddis a amy boa 5 Ps 7 
Ir the Seventh of the Key that we. would go into is. not aſa one in the Natu- 


ral Diatonick Scale of that | 
can happen. but on F.C and G, in order to make a Cadence on G D and 4. This 


Seuenh, which is a Semtone major leſs than the Ofave of its Key; may be intro- 


duced the, ſexeral following Ways; i, as. a ſharp Sintb to tlie Secons of tue Key 
e are going into; ſecondly, as a arp Third to the Fifth of that Key; and, 7h;/d- 
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ey, it mult be made fo by an Accidental Shatp: This 
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ſor the ſharp. 


_. To: illuſtrate, with Examples what hath been ſaid, let us ſy 
principal Key C we would go into the Key of G, which, as 
beſt Key to 

Harmonie, 
the Fundamental or .Suppor'd Harmony of any Note, as belonging to the Key gf &, 
and having thus prepar'd the Tranſition, to compleat it we mult aſterwards iutro- 


62 


belonging to 
NF 
ppoſe that from the 
Yes" a Fx , been ſaid, is the 
po next into. After having modulated in the, Fundamental or Suppond 
# C Key, as ſoon as we intend to go into the other, we immediately take 


belonging to t 


F 
I, 


PX. 


duce F ſharpned (either as a ſharp Sixth to A, which is the Secoxd of that Rey ar 


Co, 


as. a ſharp Third to D, which is the Fifth of G Key; or, we introduce it in the Baſs 
it (elf, as the ſharp Sevezth of that Key, accompanied by its flat Sh) and fo make 
| a Cadence on G. 9 tf * 1 . 4 WL f 1 5 : N : 
Tux Reaſon of the Proceeding deſcrib'd in this Example may be ſeen in Plate 2; 
which ſhews, that if we had continued in the Key of C, we muft not have ſharpned 
Pz and, that it mult have been uſed, if upon 4, as a Rat Sixth to it; if upon P, far 
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flat Thiz4t0 it; if in the Baſs, it muſt have been treated as a Fundamental, Mee. 
with its Natural and Perfect Harmony on it, as being the Forth to the Key-Note G5, * 
whereas & being the Key that is now to govern us, We are therefore to tab jỹt .; 
Directions from that Key in the Plate, which ſhews, that in that Key F muſt be 
ſharpned, and be uſed either as a ſhatp Sinh to 4, or as a ſhatp Third to D; M N. 
if in the Baſs as the jharp Seventh of & Key with a flat 87 on it, in that Key 1 
requiring its ſharp Sixth, D its ſharp Third, and F ſharpned requiring, as the Sepenfj _,. 
of 3 Key, its flat Sixth, according to the Rule in Chop. 3, for keeping in the Key, 
inten ed. | * * 6 2 i . 91 b ; 35 ne 
Tu o' what has been ſaid is ſufficient to ſhew how we. muſt proceed when 4 
intend to go ont of the Key we are in into any other, and cadence in it; Jet, for: 
the ſake of illuſtrating it more fully with Examples in Notes, we will go, on with 
ow.” the Other Cadences proper to the Key of C, as the Principal One of the Com- | 
Ar TER G, on which was the Second Cadence, follows E, on which We are to 
make the Third Cadence; but as the Key of E has not a full Tone for its Second, 
but a Semitone major, and therefore cannot have a Cadence from its Fifth aboye, 
or from its Furth below, as all the other Keys have, we cannot come td it in the 
- manner already deſcrib'd, but muſt introduce it 4 a different Method, ( accor ng b 
1199 31 | | * | 2 N | 1 . | 
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to the 7 t with Wis * making Hua Cadences; which we haveimention'd in the 
Chapter on Cadentes "which the following Rupes will beſt explain. 
Ter fit Way is; to take F wich its Seventh reſolvd by the Sixth, and —— 
clude in E; as may be ſeen in the pp ermoſt of the tuo Cadences on Ein 
: By this Way We may have Cor A in the Baſs th their Cominon Chords; 
5. 5 Proceed to E With its Seventh refoly'd into tlie Sixth, and afterwards end in E. 
150. Or, we may go in the 'Baſs from G with its Sixth, or from E with its Common 
Gba, (Wirk cither its Flat or Sharp Third 22 to F with its Seventh. reſolv d into 5 
the Sixth, and end afterwards in K. 
. fecond Way is, to prepate E as a Concord upon the Unaccented part of 4. 
Barr, then to take the Second and Fourth with it, to make it a Diſcord upon the 
Accented Part, which is reſold by deſcending to D, after which we finiſh the Ca- 
dence by teturning to E. This is to be ſeen in the Lower Cadence on E, in Plate 1. 
Being (hen we uſe this Way) oblig d to begin in E, we can have only two diffe 5 
151. rent Harmonies to accompany it; , fut, the Common Chords (with either Third); 
ſecondly, the Third and Sixth, as in C Key : And after theſe Accompaniments, which 
are the Preparation, we muſt malte E a Diſcord which is darn: by Tens ta 
D, and ry wo tr we na um e in E. N 2 5 
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dr TH is ſufflcient upon the Cadence on E. and therefore, we will conelude with 
oblerving that this Key differs from allithe gthets ;, for hey are introdue rd by the 


n Semitone major :beJow: them, but this is by the Semitone major ah it; they by 


nitheir Seventh major, but th by his Second which happens to be minor; that u, from 


V downwards to E. ?Tis becauſe. of this Difference and Peculiarity in its Modula- 


tion, which makes what is compos d in it to be very ſolemz, that this Key is as 


_ «were appropriated to Church-Mufick, and call'd by the Italians Tuono d Chieſa. 
Ar r ER the Cadence on E, follows that on A. To come into this Key, we mult 


- which ought to be preſery'd as much as poſſible, becauſe that if we” were to uſe B 
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fatned © 45 97 4 this Key as we uſe F for the Furth of C Key, fact Modulation 


in this Key AE only be the Modulation of C Key tranſpos'd a Furth . _ 


a Hieb lower. This K 8 is introduc'd by its ſharp Seventh) E, even as C Key is by 
its ſharp Seventh B, theſe being a Semitone major below the O#are of the Key 
they introduce. Tcl in Plate 2 for E, amongſt the Aecompaniments to the 
Notes of the Harmonick Seal of the Key of F, we find it may be introduc'd; irt, as 
a ſharp Sixth to G, which. is the Second of F Key ; ſecondh, as a ſharp Third to C, 
which is the Eb 'of this Key ; 1 and, third! ly, that we may take i it in the Baſs as the | 
1 r. af F Key, drang it with its flat Sixth, which is alſo the N eb of 
e 
TR 1 E may be a // 7 xth Cadence of 7 Key which i is not 'mark'd in the Plate, 
becauſe tis very remote from that Principal Key: We may in a long Piece of Muſick 
maßze uſe of it, but ſparingly. This Cadence is on Rr is the 1 of C Key; 
it mult he introduc d by the means of C ſhar ned which is. the Ac 1 ztal Semitone 
major below it. ge therefore i in the Plate or C ſharpned, amòngſt the Accom- 
pes. to the No tes in the dba armonick\Scale of the Key | D, we "ſal find the Three 
e of introducing it, ME e che e by hoſt ſo often mention'd Car 
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4 Treatiſe on Herm. | „ 


WI have been the fuller on the Subject of Modulation, for its being One of the 
moſt beautiful Branches of the rt of Compoſition. What has been ſaid about mo - 
dulating in C, as the Principal Key or the Piece of Mſick, and of go going ing from it in- 
to ſuch; Oer Keys as are proper to it, is only as an Example of what may. alſo be 
done in Al the other 1 when tber are the eee 9 r * e 3.45 
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bore « 2th RE +0 "Ts chi the Greeks ahi Witt DD we ; 
'BC DD for the Fril Tetrachord, and PG 4 for the Second; and, that they 
AG uſed accidentally a Third Tetrachord, viz. 1B CD; he obſery'd, that the He 


Note of the Firff Tetrachord could not be a Fundamental Baſs, it having but a Semi- " re, 


dapente for its Fifth; wherefore he added twa N otes, of a Whole Tone each, Ny 
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- this Tetrarbord, which us ed before it, G A BC DE; for 755 Cans bg the 
Ni, the Furth, and the Fifth Notes of this Syſtem Would (one or other of em) 
be a Frndament Baſs to every Note in this Herachord, nen he calld pete be- 
_ cauſe B is Natural in it, and makes a Titonus to 0 ; 
OBSERVING that the Addition he had made to the Firſt Tetrachord was 3 = 
great Ul, he did the ſame to the two others, whereby he made 2 alſo Hexa- 


— 


* 8 
| chords, viz. C DE F GA, hich he calbd the Nataral eters and 78 FGA BCD, 
which he caſfd che 22 Hexaoherd from the B in it being g. flatned, and thereby the | 


harſhneſs of the Tritonus from F to B taken off. He ap ly'd to every one of theſe 
 Hexachords the Syllables Ut Re . Fa Sol La, Roche to give notice by Mi Fa 
of the Place Where the Semitone falls. The 2 if alter d (ſince his 
Time) the Hirſt SyVable,. and inſtead of Ut uſe. Doe, as being e eaſier to brd 
nounce. 2 
Bu theſe Rer debe, we have 4 Tue N otion of the Three different Kinds of 
ect and of the Four different kinds of Fifths, ſome of theſe Fifths- happening 
NE. Conjun Fw, of gets? + ah be "Fe three tors of en due, 5 4 
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= Y theſe Fourths and E b. the 17 a8 0 e as Plag al, are beſt 4 
monſtrated; but we don't intend to ſay any thing of the Modes, beeauſe they. are 
chiefly of uſe in Melody, whereas this Eſſay treats only of Harmony... 
Tu x three Hexachoras are in Plate 4, with Capital Letters ober ol wider them, 
"which repreſent the ſeveral Notes, which, as they happen to be in the ſeveral Hexa- 
Parts have; therefore different Syllables to Expreſs them in Solmiſation. Ly 
BEFORE ye 1 farther we muſt ſa ay; We are ſenſible that the Subject we ED 
ale treating on 18 look'd 27 as ab olutely | Unneceſſary.” A ve Ingenious TI”, 
Kare chat publ 'd, 0 £73 „ A Treatiſe of Bf OS ER with Others in ra | 
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ning down the Hevachdrd;which, tis plain, he did not perſectly underſtand the Uſebf: 
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That he was not well acquainted with the Manner of uſing them, is evident by the 
Way he explains the Scheme he gives of them in Chap. 14, Page 556. No Wonder 


then if from being Io #1 Underſtood, and fo 10, Explain'd, they ſhould be look d 


upon to be Crux tenellorum ingeniorum, as a very Ingenious Man (ſays this Author) 
2 fit to cell them. It being evident that the want of knowing how to uſe them 
has brought em intò this edeſerv/d Diſrepute, we will, by giving the following 
Ruies and Examples, endeavour to clear up and remove thoſe Difficulties that b 
thoſe Authors have been look d upon as inſuperable; and the next Chapter, whic 
treats on Fagues, &c. will evince what a Loſs Muſicł would undergo, if the Hewa- 
hora were quite laid afide; as that Ingenious Author fays they are by many, and he 


i ſ/#re ought to be by every B '. 3 Od 
WHEN B Nataral is chiefly uſed in the Compoſition, then the Natural and the 
Durum Hexachords are conjoin'd: But when B flat is chiefly uſed, then the Natura, 
and the Molle Hexacherds are conjoin d. V 

- IN e of one Hexachord: into the other, we are oblig'd to begin the change 
of the Syllables on the third Note before Fa. That Third before Fa muſt be calfd 
1 Fhen we Aſcend, and La when we Deſcend; as may be ſeen in Plate 4, by fol- 
lowing the eArrows Aſcending, and the Daggers Deſcending, F 


IT 


I is neceſſary to 1 * we , that . Jo ee higher, than he 
| — 2 — xacheyd which we then happen to im e m 17 i in it 1 
yllable ; and that when. we Geſcend, if We 9 5 t. fa lazer 199 05 the. 
om 2 — e which we happen to be in, we mut likewiſe halt hb it; 
in either of theſe Caſes mult not go into the other Hexachord by the change of e 
bles which the Dagger or the Arrow in the Plate directs Wir wel the, 

B o 5 if we Fog was inves 'of the 17407 5 we lden R in e 0 
Deſcending, we e Obli go t ro 4 3 and. n we either 
e che Syllable in the Tire bake ao: Lakes oy ed 

THERE is one Exception to this laſt Rale, which relates only to the going, "ZI 
A to B, and is made for the ſake of avoidin ng the T; ritonu that is between Fand B. 
The Exception is, That when we tile but one Note higher than A (when call'd La} 

we muſt then call the Note above it Fa; that is s ye e muſt in that Caſe flatten B _ 
| accidentally, without changing the Syllable, on third Note beſore this ” 
| becauſe *tis but an accidental Fa. Hence ariſes the Rule, That 20 actidental S 7 75 
or accidental Flat, altem the Solmiſation, except in this He; 3 hich beg on Wh. 
4 is call'd wag and os allo we . ads: Jan to B. 1 5 57 
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In Solfaing, the Change of Syllables beginning always.on the Third Note Be- 
fore Fa, tis neceſſary to mention, that when B is Natural in the Compoſition, Fa is 
always on the Notes Fand C; but when B is flatned in it, then Fu is always on the 


— 


I 0o give ſome Examples of Solmiſat ion, let us ſuppoſe that we are to Riſe gra- 
dually from C to A4, or from G to E; in both theſe Cafes (as may be ſeen by put- 
ting the Letters repreſenting the Notes of ay Caſe over the Syllables, and the - 
Letters of the ſecond Caſe under them) we muſt ſa ,,, 77 
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IT 0o give W of going out of the Liidies of the hats let us Apes, 
firſt, that we are to Aſcent, and afterwards to Deſcend gradually an Octave from 
C to C. It we go thro' B. Natural, we muſt conjoin the Natural and the Durum 


- Hexachords ; wherefore Aſcending it we mult fay, H C 5 


Fs 


but muſt not ſay, 
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"CD: Bo T 175 Nee 27H 
Do re mi fa fot - bat "fs; 
ANG Deſcending the ſame Ofave, we muſt wh . 


Ce 1 pf FF 
Fa mi 4 ſol fa mi re - 


Cc > ip 7 6...” E D:c 
. mi * ſal fa 1s fol i. 
becauſe we do not deſcend 1 a the Limits of the'Nataral Hexachord which 


we are in at E where the Change is mark d in the Plate by the Dagger. 
Ir in Aſt cending that Octave we 


o thro B flatned, we mult c th 
5 the e Bracke and then E, A 5 — a e 
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and wh we - Deſeend it, we muſt , 8 | 
ce wo 1 6G 1 E 2 0 


Sol fa Ye fa” nnr a8q”" 55 A 
N = _ ) 9 
ind, for the Reaſon 99 before, we muſt not. . 3 
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To give Variety oh Exznthles, we will u Coppa that we. are to oF end gradually 
an OG are from G to G, in which we uſe. B Natural; in order ta which we muſt con- 
join the Drum and the Natural Hexachords, and ay, 
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Do fe n fo. re mi fa Jol. * | 
N Z | And 


Gs Pl 
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And when we Deſcend 1 it, we muſt ay, 
6g F E D. 'c "Bn 4 


Ty 3 


Sl fa la fol fo mi re 


And, for the Reaſon given befote, we mult not fay, , of 
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I in the Octave frm G to & we uſe B 5 we mi 
and the Natural e 4 ſay Aſcenuiag, 
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Sol fa mi la [of fa 7 la fol, . : 


becauſe we don't go lower than the Molle Hexachord will carry us. EY 
WE muſt obſerve, that tho! all theſe Examples are of Aſcending and Deſcending 
gradually, yet, when we go by Leeps, we muſt give the ſame Solmiſation to the Notes 
defining the Leaps, as we ſhould do if the Notes contain'd in them had been expreſs'd, 
and ſo filPd up the Vacancies. | $60 
THE Example of the Octave from G to G thro?.B.Aat, is given only ta ſhew how 
True and Certain this Gulp oN TAN Method of Sy/fazrg is; for this Octave heing 
in Effect but a Tranſpoſition of hat between D and Din the Natural Diatonick Scale, 
that is, in the Scale wherein all the Notes are Natural; ſo, if we conjoin the Natural 


and the Darum Hexachords, and then /o from D to D, we ſhall find the Syllables 


to be the ſame, and to ſucceed one another, both Aſcending and Deſcending, as they 
did in the OFave from G to G when we conjoin'd the Molle and the Natural Hexa- 
chords. Ta prove this, we will put the Letters of the Octave of & over the Syllables, 
and thoſe of the Octave of D under them. © 2 


H 3 L dents. 
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Sol fa mi la fol fa mi re. 
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Wx have given this Example to ſhew, that when we would /o/fa any Mufck that 
is written in a Trauſpoſd Key, we mult in the firſt place know from whence tis 175 
Fo , that is, know which is its Natural Key; and afterwards, by changing the Cle 
at the head of the Staff, (the Way of doing whereof is ſhewn in Plate 4, and ſhall be 
fully explain'd in the Chapter on Trauſpaſition) we may without any farther Trouble 
3 8 the ſame Notes we find written to exprels the Natural Key from which they are 
a Tranſpoſition whilſt the written Clef remains; for 'tis after (and not Before) its being 
thus reduced into its Natural Key, that we are enabled to /off@ that Piece of Mack. 


WE 
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Wx Will next treat K of Fugues and Cunons the making whereof is one of the moſt 
Beautiful, as well as Dificul. Branches of 1 85 Art of Compaſition, and wherein the 
Hexachords are of ſo great Sefvices Foe "Fa rhels Direct n. 308. 4 As we. 
could not be © fare to e th em Hue. WL. 4 ol 
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Har. Ix” „„ 
* Fugues, Canons; and Imitarions, 


A Fugue is a Piece of Muſick in Ttio or more Parts, wherein the Parts which Jead 
and anſwer in Fugue muſt proceed by the [ame Species of Intervals ;, that is, that 
Tones and Sernitones muſt Rand! in the ame Order 1 in Que uy ar they da My tle 7 

ther. 4 

TH E Part which introciags the Sub err of the Fug -is call'd the Guide or Leader; ; 
and that which follows and repeats whe the ißt has ſaid, is call'd the Anſwer. 

IN order to make the ſeveral Parts of a" Fugue to proceed by the ſame Species of 
Intervali, tis neceſſary that they be taken in the cotreſponding Parts of Sim lat Scales 
of Notes, This cannot with Certainty be attainꝰd, but by the means of the Hera- 
chords; from hence it becomes a neceſſary Rale, That the Parts in Fugue muſt haue 
the fame Hllables in their Solmiſation, 17 
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I is port the ſame account allo nevefſiry thir the Av/toer ſhould always be made 


Fo-Multrate #hi7, we-give the following Sehemer in all the Keys, by which, at one 
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either in the Uni//on, ot in the OHatt above or below, or in the Efth above or below, 
or in the Fur above or below the Gm) or Leading Part; it being impoſſible ſor 
the ſeveral Parts to proceed by imi lar Intervals in any other Way of Anſwering. 


View, we may ſee where a Fugue may begin, and have its aA»ſwer in the ſame Solfa, 
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1 bf's explain the Uſe X aſe Somers | giv the followin 8 Branple, $7 
2 02205E.we Compoſe in th Fwould have . Anſwer to be i in 


kth above; then the Guide muſt fy 12 5 De on C in the Matura Hexachord, 


and mult be az deer d by the Do on & in the Harum Hexachord. 342 
Ax d, vice verſa, if we would have the A»/wer. to be in the Fifth below, the Guide 
muſt hegia by Do on & in the Durum, and be anſwer'd by the Do on C in the Na- 
tural Hexachord. ; 


Ir we would have the Auſiver to be in the Fourth above, the Guide muft Jegin by | 


Do on G in the Durum, and be anſwer'd by the Da on C in the Natural Hexachord. 


AN p, vice verſa, if we would: have the 4n/wer, to be in the Forth, below, the 


Guide muſt begin by Da on C in the Natggal, and be r by the No on G in the 
Durum Hexachord. 


B r if we would have the n, to, be either in the Uniſon, or in "the Octave 
above or below the Guide, then 5 4595 ak de in the ame Hexachord MIL the 


Guide has uled. 1 

Tu o' theſe Examples ard ly on 55 yet we may. y ;thew fre — we are to do 
when we begin by azy other ir. or in any other The Hllable annex d to 
each Scheme ſhews, that D in the Key of D is call 7 e, ah is anſwer'd by A, 


Wick then is alſo call Re ; ay Vice verſe a, that, A calld: Re is ale Wer'd by D call'd 
| } % VOL Re ; 


| 1, * oof 8 
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E Tren 2 ” Elan. 


Re That in E Re) „E Kao B ate card N, and may reci eciptocally "anger the one tho 
other: That in F ey, both Fand C are calbd Fa, and may 10 reciprocally anſtoer 
one another: That in G Key; both G and D are calld 8% and may like wiſe reci- 
procally Guide or Auſtber the'one the other; and; laſtly, That i in A Key both A and E 
are call d L, and are alſo reciprocally either Guide or Anſwer to each other. This. 
in all the Keys, is when either Note anfovers the other in the Fourths, or in the 
Eifths,” either above or below. | 
We 8800 to obſerve here, that when the Anſwer i is cher in the Firth, or in 
the Fifth above or below, that each Part is then to keep in its own Hexachord): - fo 


that if we begin by 4, or by E, when the - are call'd La, we muſt from either of "em 
y 


proceed Downtvwards : And if we begin by C, or by G, when'they are calld'Do, we 
muſt go Upward: after them; the oo firft bei the higheſt, and the t 27 the 

Ioteeſt Notes of their Hexachords. We. are to do the ſame hen We begin by any 
other Note; that is, we are to conſider ht Compaſs we have in the Hexachord, 
either above or beI9w that N ote, and accordingly muft frame the Subject of our 
Fugue or Canon: But when the Anſre is inthe Uniſon, or in the O See above or 
below, we then may go into the other Hexachord ; for Which Reaſon theſe last 
Fugues are much eaſier ro make than the others, wy 
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WE 


4 Treatift on. Harmony. 4 


w x may from theſe Schemes alſo obſerve, 55 Yen the. fe are in the Fifth 
above or below, or in the Fourth above or 
Authentick, and the Other in the Plage l Mage ey:we compoſe in; but that 
when the Tagues are in the Laiſon, or in the Ove 6 Sat or ales that the ee 
Parts are then in the ſame Node of the Key: 

TA O we donꝭt intend to treat of the Modes in this EHfay, yet we hope this Hint 


about them will not diſpleaſe, being it gives ſome Idea of what is meant BY Authentich, | 


and Plagal, Modes, and alſo of their Application and Uſe. #þ- 
WE may fo, order and contrive it, as that the Gujae, may begin a Minims. a. os 


; N a Breve, or at what other diſtance we pleaſe, before. its Anſwer follows; but if 


we make that diſtance tas great, we run the riſque of the Hearer's forgetting, part 7 
the Sutje# the Guide begins in; and if that diſtance i is to Hart, it does not 8118 the 
Ear leave to be acquainted with . 

In making the Guide or Leader, due Regard —_ be had, not iy to the 1 
between the Parts, as of a Luiſon, or of an Octave, Foarth.or Fifth above or below, 
but alſo to the Diſtance of Time: wherein we would have the eJzſwer to follow, as of 
half or a whole Barr, of a Barr aud a half, or of two Barrs, £9c.. Upon which aceount 
we muſt duly cont 


we muſ? alterwards proceed, ſo as Fats e ſeveral Parts may, not Wy 10M, alike, but 
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then One of the Parts is in the 
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if 
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er by aohat Note te may begin, and by what, Succeſſion of Notes 
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alſo be in True. to each ther, hen they are united and [peak togetlier 07 os 

F RON what: has been ſaid it clearly appears, —— the:Sulject of a Regular Fugue; | 
except when it in the Viiſon or in the Oct aue, muſt be contain d within tlie 
Limits of a Hexachord, becauſe otherwiſe the Guide and its An{wer cannot proteed 
by the ſame Species of Intervals; however, this Limitation may. be 12 from, 

ovided we introduce the Third Fe that mer 2 1 2 — meats! 
we ray; the Simi lar * of Notes: wherein tha Parts range 


the other 3 — ee, 2 et. N. 4 
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So that iſ the Gade leads by Notes:takea im the SyHem of the Notw#Ladi the Ale 


Hexachords join'd together, the Anſtver is made in the Fifi above, or in che Hb 


below by Nores taken in the ſame manner from the Dumm and dhe. Mata, Na- 
chords join d together. Or, 715 | * a 
the Drum and the Mataral Hexachords joinid together, the Aaſwer iS Hege w the 
Hiſib below, or in the Foarth above, by carreſpendent Notes taken ſtom the. Stun 
the Matarai and the Malle dexachords conjom de 3 E834 +} 3 Je Bl rr 28 Hayy 5% 


or below, ena ep ont re al ject to chi b 

obſerve, that the Liberty which is taken in doing th ougbt! ſparingiy to be nid, He- 
cauſe that the Parts in this Caſe are not in the ſame Scale of ifa, that Part Wes in 
the Durum and Nateral Hexacherds are join'd, being in the Netwai Sent; am the 
other Part, wherein the Nataral and the Molle Hexachords are join d, being in A Sag! 
that is tranſposd a Fourth above, or a Fifth below that rale - "Tits evident; chat his 


is a Liberty not very allowable, becauſe that in every Piece af Muſick all che Parts 
tis neerſſary to ohferve;, that as 


ought Frictiy to be in the [ame 'Srale. Wh 


there never can be more than Tu Hewrachords in ane and the ſame frafe: of Mubek 
ſo the borrowing the Aid of the Third Hexachord mult always: introduce ger Scale 
in that Part wherein it is uſed, An Example of this W ra- 


chord 


HAvIN 6 thus ſhewn how u Evgye may be made in the-Fawrths.and Hal, abeve 
Sal jet to the Limits of a Hexaclard ; We muſt here 
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171. "chord is to be ſeen in the Famous Canon Mn obi. Bumi ne, Nei lich Was cori67d 
by Mr. Wilkan Bird, who was Otganift and Compoſer to the Chapel-Royal in Ning 
Fier the Eighth's; King Edeard the Sixth's, Queen Mary the Eirſt's, and Queen Eli- 
 Sabeth's RO - and dy d about the 1 King Janes the Firſt's Reign. 
Bx What has already been {aid we may obſerve, of What Great De the True Sylmi- 
ation is; and, in the Caſe of Fygzes and Canons, how neceſſary it is, even in Harmony 
as well as in Melody; for as they may be in To, Three, or more Parts, we are oblig'd 
not only 't6 take all the Parts to ſolſa alike, but alſo fo to contrive em, as that the 
- Union of all thoſe Parts ſhall: make Good Harmony.” We may alfo hereby be ſenſible 
of the Error of Thoſe who reject the Hexachords as Uſeleſs, imagining that they only 
'' REGULAR Fupues are of to forts ; the one is call'd by the Italians Fuga Legala, 
and the other Fuga Sciolta. The firſt fort is in Engliſh generally call'd Ca#oz; and 
Ve may expreſs the other fort by the Name of Free Fugue. 
173. A CAxoN is chat ſort of Fugue wherein the ſeveral Parts do ſtrictly contain the 
© ſame Sabjetrf from the Beginning to the End; that is, that the Guide 411 the Auſteer- 
are throughout the whole Compoſition exactiy alit e. 
A FxEz FUE is not confinꝰd to this Obligation; for in it we may introduce 
Various Subjects ferent from that wherein the Fugue began, and break of alſo at 
; ane } = | pleaſure 
ot” 


es 


C) 02 


theſe the Anſwer may be made to follow the Guide in any Interval; as, of a 2% 36, 
Parts do not ſtrictly pro- 

ceed by the ſame Intervals, (the Semitones being plac'd differentl in one Part from 

What. they are in another) they are not properly to be d. I'd Fxgues, but Imitations only. 
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..; That che Inernali in tlieſe imitations are not Similar in the Guide and Anſwers, is eaſily 
18nd. dſcover'd hy tha ir not ſoifoirg alike; as the Examples in the Furth and Efth ſhew. 
„Tus Fe ine is n Imitation, but of another Kind than the laſt men- 
182. 104; for, as the former. are Imitations of Fugues only in reſpect to the Lines and 
183. Spaces in che Staff; 1o:theſe, as their Name implies, are only io as to the Solmiſation, 
184. and not ut all ar tu the Intervals, Intheſe Imitations the Compoſition is fo contriv'd, 
as that the Guide and its Anſwer do Sofa alike, but proceed by very aiſſimilar Intervals. 


In the flowing Chapter wel treat of Trauſpaſition, and its Uſe. 
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* E will begin this Cha ter by giving a Deſcription and Explanation of Plate q, 
and afterwards will ſhew to what er it may be apply'd. That part of it 


«: 
15 


which contains the Three Hexachords is already explain'd, n 
Ix the Upper Part of this Plate are five Lias, which at each end are diſtinguiſh'd 
. by the Figures 12 


5, and on which the Letters F C G are differently placed. 


- Theſe Liaes repreſent the Staff, and thoſe Letters denote the ſeveral (In that may be 


put at the head of the Saß. 


I 3 i Fox 


% ũ Ane 


Fox Example, F is put en the 20, 34, Ah. and 5th Ih, Ghich i is to denote that the 
Bale may b place on a#y-of them; not but that che Baſ:-Clefi-the moſt in Uſe 
axe on the 34 and A Lie. The Letter; C is pur om all the five Lines, becauſe the 
_ Tenor-Clefs, which it denates, are 8 on any of em. The Letter G, which denotes 
the Treble-Clef, i is put on the 15 2% 3d, and 4h Lives, becauſe tis ſometimes uſed on 
am of em, tho* moſt Scher in Bark Fs Paid erde When 7209 of theſe Letters 
are placed over one another i ame Column or Diviſion, *tis thereby meant, that 
we may uſe indifferently _ thoſe. 700 Cl, we pleaſe, either of em anſwering 
to the fame Purpoſe in Solmiſe Jon. g 
Tu Es E five Lines are divided into "ſeveral n which en to Others 
that are immediately. uader them. T 95 N70 are ſubdivided into too, ſo that every ſin- 
gle Upper one ſet ves for the two 8 4'Colamns under it, which it contains. £ . 
TR fr# andthe af of the ſubdivided ones have the Word Rey in them, and the 
intermediate ones have the 1 1234567 promiſcuouſly faced in them, and 
under each Hgure the Character of a Sh arp, or 575 Hat, Theſe Figares with the Flat 


or the Sharp Under 'em, 2 the amin of Flats or r Sharps that are: at t the head of 
Wo 22 e e . eee eee eee, 
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Ex: the Columns under the Word Ke arè Lerters that denote: the Si NateraliKeys, 
whereof the Three which for having ſharp Thirds are call d ſharp Keys, as ¶ d, are the 
Uppermoſt; and the Three which for having fat Thirds are call'd flat Keys, as DA E, 
are Undermoſt. The intermeiiate Columas in the Row of each Key contain Letters 

expreſſing which Notes theſe Keys may be tranſpos d into; and directly over oy 
one of them, ia the ſame Columhz is mention'd the number of Flats or Sharps that 

be at the head of the Staff in any Tran/poſition. 70 
II the Ryo that begins and ends with the Letter B, are gures and Letters which 
ſhew how much any Tranſpoſition'is remov'd higher than its Natural R. The little 
() denotes a Minor, and the great () a Major Hemitone; the Hgure 2 denotes a;Se- 
cont, or Whole Taue; the leſſer z à flat, and the greater 3 aſparp Third; the ꝗ denotes 
a Hari i ; the (T) a Tritonus or ſharp Fourth; the (O a Semidiapente or Defectiue Fifth ; the 
5 denotes a Perfret Fifth ; the leſſer 6 a flat, and the greater 6 a ſbarp Sixth; the leſ- 


ſer a flat, and the greater g à ſbarp Scuen tin e 
O one ſide of the Plate, by the Word Key, is the Character of a Sharp, under which, 
in the 7 ame'C olunn, ate the figures 1 234567 hich, by being oppoſite to the 
Letters:that denote the Keys, and alſo to B which is in the Row under them, do there- 
by denote in what Order the Sparps do naturally ariſe after one another, ſo that by 
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An eachother Side, Where the Word Key — is, we have: put the Character of 
2 Hat, Which, Wich the Figeves under it, in like manner denotes in what Order the 
Nati doamthrally follow one another; ſo that by knowing what number of them i Y 
|, "we know which Notes to flatten; ba N % % 9% 
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So cher if wo find that 1 . tion equities for Gyre know by the Plate that 
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HaAvrxemade an end of deſoribing and explaining Pi 
W. ſerves. en 977 S007 eee ee eee 
In the #7 place, if the Compoſition is too bigb, or too io, for the Pitch of the / 
that is to ſing it, or for the Extem or Compaſa of the I»/r4ment on which tis to be per- 
form'd, we can by Inſpection know by that Plate how to tranſpoſe it to any deſit 
Pitch. As for inſtance; if tis a ſhayp Third too Jowin C vatara), by putting four Sharps 
at the head of the Sr we tranſpoſe it into E; if tis a Faurth too low, by putting one 
at at the head of the 8: affwe tranſpoſe it into E; and if tis too high, we:removye it 
tower by any Tuterval we plea>, by putting at the head of the Staff the number of Hat. 
or of Shaypr thatwefindexpreſs'd directly over the Iaterual wanted. By this Way of 
Tranſpoſing we are oblig'd to write the aaſict over again into that tranſpasd Ræm be- 
caule 'we keep in the ſame Clef. But, before we leave this Subject, we will ſhew b 
toTranſpoſe into any Pitch we pleaſe, without writing the Notes over again, by (what 
may be call'd Double Tramſpoſtion. AAG n hn 1507 DOB CHW 
Wx have ſaid before, That in order to %% a Piece of Muſick which is in à r 
ye Os cis neceſſury we ſhould fin know which is its Nature! Key, and to reduce 
A back again into that C, Plate 4 ſhews readily how this is to be effected en 
any Clef, and from any Tranſpoſition in it. ne, 1 


2 * WE 1 ill : = 
E 4, iu. no me 
'C 4 We Win no mes 
9 * = * * S th ay *% 48, * — 
4 PFs” z y i F 
% # 


-* 


to 
f 
1 


0 1 A 
138. 4h th es 


IS. 


AH 


"IG s = 
1 
93 
N , 


x order to make it cp r he Purpoſe, we niuſt cut oe N trariſcribe upon a piece 
of Paper) ha. Part of it that contains the foe Lines which repreſent, the S; for 
| of rg we make it to ſerve as a [{z4ing Rule; for Which reaſon; we will call he Part 
that is th off The Slider. When we ule the Shider, we muſt obſerve to make the Lines 
of its Columns or Divifons to coincide with their correſpanding Lines in the other, Part 
of the Plate, otherwiſe we ibould be deceiv'd hy a wrong; ſubdivided. Column 
inſtead of the right one; for every Nuißer in t the $ "er. ſerves Ky two e 
ones in the Inwer Part of the Plate. Nt 


7 A 


To give an Example, we will ſuppoſe that e o Muſick i is written in the Treble 
| 44 on the ſecoud rave with 4 Sharps at the head of the Staff, and that its Final. Note 


is B; in order to find from whzch. the Natural Kgy5 it "is franſposd, we muſt look in 
5 2 — of Hatt and Sharps for the gurt 4 Which has the Character of a Sharp 
under it; and after having found it, we muſt 1 in the «Fon Column until we meet 
with B; and then going along the Row it ſtands in, to the Letter at either end of it 
that is directly under the Word Key, we ſhall by that Letter find that; its Natural Key 
is in G; and, by looking i in the Row of the Intervals. directly under B, We gy SIR 
has chat! it is riſer 4 h 0s d its e 1 N e e Tao 
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Tie Hex ching to be done is to make the (ene Notes we find written to owpreſs 
that Narure Rey; Which is effected by the finding vrt Clef will be neceſſary to male 
the twrittex B to become G. This is done by putting the G which is on the ſecond Line: 
in tie Slider (and which repreſents the Treble Clef this Mulick is written in) directiy 
overt the word Key that is on the Jef? hand, carefully making the Lines in the S/izey to co- 
incide with their correſponding ones in the Plate, looking afterwatds in the Slider dil! 
* feMly over the Hgure 4 with the Character of a Sharp under it; we ſhall there find 
thatif we 1 the Texor Clef on the fir Line to be at the head of the Staff in Hes 
of the Treble Clef that is writtes, that then all the Sharps will be vaniſh'd, and that Bis: 
not become G. And we can how ſo this Piece of Muſick, which we could not do 
before *rwas thus reduc'd into Its Natural Key. We might allo have ſappond the Treble! 
Clef on the third Hue, inſtead of the Tenor Clef on the fr Line, both theſe Clefs having 
rh ſame Effect, and only choſe the Tenor C tef,. as being the more commonly us d of the > 
Dot COLO COLE Ol TS Op 2 TO DE, . Wt; 
HAvixs given an Example wherein Sharps wereus'd in the Tranſpoſition;we will 
alſo give one With F/ats: Let us l that a Piece of Muſick is deritiiꝝ ei- 
ther in the Tenor Clef on thefiftÞ Line, or in the Baſs Clef on the third Line, (both theſe 
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Clefr having the ſame Efe#t) and that four Hats are at the head of the Staff, and that | 


Irs 


As.» A Funn ow Numb. 
its Hus] Note is A flatned.: B the four" Flats ue know that B EA D are flatned 
throughout the whole Compoſition, and that conſequently it is not in a Natural Ker; 
and by the Plate we find: that it is a Tranſpation either a flat Sixth higher, or a 
Third later than C, which is its Natural Rer. 
* 7 o make the ſume Notes ſerve to expreſs its Natarul Key, we muſt put directly over 
the word Key which is on the /ef# hand, that Columm in the Slider wherein C is on the 
fab Line, and F is allo. on the third, theſe Letters repreſenting either of the ie this 
Muſick is zoritten in, and then we ſhall find by the Diviſion in the Slider which is di- 
realy-over. the Egure 4 which has under it the Character of a Hat, that by ſuppo- 
ug the Tenor Clef on the fourth Line, or the Baſaclęf on the ſecond Line, to be at the 
head of the Staſſ, that either of theſe Clefs will have turn'd 4 flatard into C, and conſe- 
uy 3" reduced this Muſick back again into its. autural Key, and thereby made it 
1 r/ al + yp Th A | I * ii 31565 Dünn n 
WE —— now to explain what we call Dauble Tranſpoſition. This is chiefly of Uſe 
for Inſtrume nuts, for moſt them, eſpecially Wind Iuſtrumeuts, are oonfin'd as to Patch, 
or as to Combaſs, and cannot therefore go ſo high, or ſo lor, as ſome C 


and, beſides this Defect, by their being fram d or adapted tor ſome particular Pitch or 
XY; as for inſtance, Common Flutes for that of F, German Hutes tor that of D, * 
21 or 


N A\Fxeatiſe an Har i. 97: 
for that of Cg &e.. They needs muſt N better than. others; the Perfor- 
mer on theni being oblig d in t#a/pord Keys to make the ſame Sound to exprels νν 
different Notes, as D ſharp, or E ut; ſbap, or G flat; & ſharp, or A flat; C ſharp, or... 
D flat ; A ſbarp, or B flat, ci for which Reaſons a Sk/ifal. Performen knowing which, 
of the tranſpoildiKeys his Inſtrument will expreſs and execute with the leſs Error, will 
tranſpoſe into ſuab Keys, not only what goes higher or lower than the.,Compeaſs.,of 
the Iaſtrument, but alſo what is in ſuch Tranſposd Rays as it can't execute. well, 
either from the Difficulty of performing it upon it, or from the Impoſſibility of being 
zn Jun But as his being e e write or tranſcribe into other 555 any ſuch Mu- 
fick that falls in his Way would give him a great deal of Trouble; wWe here ſhew how. 
to aueid that Inconveniency, hy uſing what we have call'd. Double Tranſpoſition.; | 
for hereby he may make uſe of the Notes he finds uvitten, and is not put to the 
1 575 of writing them over again ia the Key he wants that Compaſitian to 
eaD io piiculna ant og . io migliics of 4 oaths 
Hon Example, let us ſuppoſe that a Performer on the German Flute was to play that 
Piece f Maſic which, in one of the former Examples; we ſappos d to be in the Texor- 
Cle on the fifth Line, with four Flats at the head of the Sta#f; and to have A flatned 
for ĩts Final Mete; This would not only be agg > diſſcult, but impoſſible allo to be. 
2 UE | Rs ; 8 | — pers 


which Key is the beſt ſor him, and as D is a very 
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perform'd 7» Tune 7 that Inſtrument; and if he would N 
Pe 'coald not, being that Inftrument will go no later than D; wherefore he muſt can 
per Key for his Purpoſe, he muſt en- 
deavour to play it in that Rey; which being in this caſe. a Trauſpeſtiom a0. from C, as 
well as the written Rey, mult have the Notes Fand C ſbarpæed (as may be ſeen in the 
Plate directly over the Din C RN; and therefore there muſt be two Sharps at the head 
of the Staff inſtead of the four Flats, All that aoꝛe remains to be done, is to know what 
Clef muſt be ſuppos'd inſtead of the ritten aue, to make the ſame Nate ſerve for D, 

that is #ow A flatued. 2 ; es 


As we before found that the Tenor Clef on the fourth Line reduced this Piece of | 
Mufick to C its Natural Mer, ſonow we muſt put the Column in the Slider wherein C 


is on the faurth Line, direttly over that wherein the Hgure 2 is with the Character of 
a Sharp under it, obſerving that the Lzzes of the D:uafiaxs in the Slider do coincide with 
their Correſpondents in the reſt of the Plate, and not With the ſabdivided ones: After 
this is done, by looking in the Colums in the Slider which is directly over the word Key, 
we ſhall find that by ſuppaung the Nable Olef on the ſecund Line, and allo by ſuppoſing 
two Sharps to be at the head of the Staff, inflead of the Clef, and of the four Flats there 
written, that thereby A flatned will now be become D, which is one of the moſt proper 
AF for the German Fliess — 3 55 WE 


g 


play it in its Natural Ko Co 8 
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V' think that what has been ſaid is ſufficient to give a True Idea of Tranſpaſtion, 
and alſo to ſhew the yer which Plate 4 ſerves for: Wherefore we will conclude 
with ſaying, That we have endeavour'd to be as Clear and Iutelligibiæ as poſſibly we 
could; and hoe that the Plates, and the Examples in Notes, in Letter, and in Figures, 
will, haye made this Treatiſe, as Uſeful and Inſirattive'as we intended it ſhould 
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